Cities of Northern Italy 
Volume II. 


Verona, Padua, Bologna, and Ravenna 


Travel Lovers’ Library 
3 

Each in two volumes, profusely illustrated 

00 


By GRANT "ALLEN ° р 
Romance and Teutonic Switzerland 3.00 
By W. D. MOCRACKAN 
The Same.—Unillustrated . 1,50 


Old World Memories 3.00 


By EDWARD LOWE TEMPLE 


Paris Ф Ф e. % 3.00 
By GRANT ALLEN 
Feudal and Modern Japan | - 3,00 


By ARTHUR 
The Same. —Unillustrated . 2.50 
The Unc East . . 3.00 
By RoBERT BARR 
Venice 2.0. 300 


Ву GRANT ALLEN 
Gardens of the Caribbees . - 3.00 
By IDA М. Н. STARR 


Belgium: lts Cities . . . 300 


By GRANT ALLEN 


Rome 0 Ф . е * 3.00 
By WALTER TAYLOR FIELD 
Romantic Ireland .  .  . 3.00 
By M. F. AND B. McM. MANSFIELD 
China and Her People  , 3.00 
Ву Hon. CHARLES DENBY, LL. D. 
Cities of Northern Italy ° . 3, 
By GRANT ALLEN AND GEORGE C. 
WILLIAMSON 
Ф 
1. C. PAGE & COMPANY 
(INCORPORATED) 
New England Building 


Boston, Mass. 


RAPHAEL.- ST, CECILIA 
BOLOGNA ACADEMY. 


CITIES OF 
Northern Italy 


By 
Grant Allen and 
George C. Williamson 


IN TWO VOLUMES 
Von, IL 
VERONA, PADUA, BOLOGNA, AND 
RAVENNA 


ILLUSTRATED 


SABOR) 
шс» 
DXX TD 


ІШ Фе! 
ей 


2 


Sy, UN? WS 


Boston 


L. С. Page & Company 
MDCCCCVI 


Copyright, 1906 
By L. C. PAGE & COMPANY 
(INCORPORATED) 


All rights reserved 


First Impression, July, 1906 


Colonial Press 
Electrotyped and Printed by C. H. Simonds & Co. 
Boston, U. S. A. 


Contents 


VERONA 


CHAPTER 


II. 
III. 
IV. 


I1I. 


ROMAN VERONA AND VERONA UNDER THE 
SCALIGERI А é " А n 
THE CHURCHES OF VERONA . Я * 
THE ART OF VERONA : n " i 
OTHER CHURCHES, THE PIAZZA, AND A 
GARDEN . қ ‘ ; А " 


PADUA 


GIOTTO IN PADUA . " А 
AFTER GIOTTO, AND THE Work OF 


DONATELLO ‘ " " Р 
OTHER SIGHTS AND THE PICTURE-GAL- 
LERY e * е . e e e 
BOLOGNA 


ETRUSCAN AND ROMAN TIMES А 
Irs DAYS OF INDEPENDENCE . a Р 
BOLOGNA UNDER THE BENTIVOGLIO AND 
THE HOLy SEE. 
v 


PAGE 


133 
145 


167 


vi Contents 
CHAPTER 
IV. THE ART OF BOLOGNA— THE GALLERY 
V. EXCURSIONS А " e қ Я " 
RAVENNA 
I. HISTORY OF RAVENNA . ; R А 
II. CHURCHES AND MOSAICS . " Р 2 
III. THE TIME OF THEODORIC IN RAVENNA 
IV. JUSTINIAN AND THEODORA A 
V. FRESCO - WORK — MUSEUMS AND PICTURE: 


GALLERY . . . . . . 


" PAGE 


177 
208 


213 
221 
241 
256 


271 


List of Illustrations 


PAGE 
RAPHAEL. — ST. CECILIA, BOLOGNA ACADEMY 


(See page 198) . . А . Frontispiece 
THE AMPHITHEATRE, VERONA . . . . 5 
INTERIOR OF THE AMPHITHEATRE, VERONA . 6 
PoRTA BORSARI, VERONA . . . . ‚ 9 
TOMBS OF THE SCALIGERI, VERONA . А . 16 
THE CASTLE, VERONA М А е қ . 2I 
PORTAL OF SAN ZENO, VERONA ы, “ч . 22 
INTERIOR OF SAN ZENO, VERONA . А г 24 
SAN ZENO, WITH CAMPANILE AND BRICK 

TOWER, VERONA . A А s . 28 
MAIN DOORWAY OF SANTA ANABPASDO VE- 

RONA . ; қ 4 . . қ . 38 
GIOTTO. — THE SACRIFICE OF JOACHIM . . 80 


GIOTTO. — THE BRINGING OF THEIR RODS TO 

THE HIGH PRIEST BY THE MARRIAGEABLE 

MEN . қ è қ қ ` à . 82 
GIOTTO. — THE MASSACRE OF THE INNOCENTS 84 
GIOTTO. — JUDAS RECEIVING THE MONEY FROM 

THE HIGH PRIEST я А қ в . 86 


ее 


eee 


Vill List of Illustrations 


MANTEGNA, — ST. JAMES BEFORE THE Ем- 

PEROR . s A ё А А * қ 
PALAZZO DELLA RAGIONE (IL SALONE), PADUA 
DONATELLO. — STATUE OF САТТА MELATA . 
SANTA GIUSTINA, PADUA . А " А А 
GIORGIONE (?). — PORTRAIT OF A YOUTH . . 
ROMANINO. — VIRGIN AND CHILD, WITH SAINTS 
LEANING TOWERS, BOLOGNA . қ я А 
NICCOLO DA PISANO. — ARCA DI SAN DOMENICO 
SAN PETRONIO, BOLOGNA . : қ є Р 
CENTRAL DOORWAY OF SAN PETRONIO, Во- 

LOGNA . ` à а à , қ Я 
INTERIOR OF SAN PETRONIO, BOLOGNA . г 
SAN FRANCESCO, BOLOGNA n ^ 4 қ 
SANTA MARIA DEI SERVI, AND PORTICO DEI 


SERVI, BOLOGNA . " à А . ы 
San GIACOMO MAGGIORE, BOLOGNA . å 4 
CosTA. — VIRGIN BETWEEN GOD THE FATHER 

AND GOD THE SON . " А 4 P 
FRANCIA. — ANNUNCIATION " А " " 
Сотро.-- ЕССЕ Homo ‘ . i к " 
REAR OF THE CATHEDRAL AND BAPTISTERY, 

RAVENNA . қ " є А А 
TOMB OF THE EMPRESS GALLA PLACIDIA, КА- 

VENNA . г A % $ а " " 


PALACE OF THEODORIC, RAVENNA . А n 
Mosaic IN SANT’ APOLLINARE Nuovo, RA- 

VENNA . è в 4 . 4 5 4 
TOMB OF THEODORIC, RAVENNA . 4 А 
SAN VITALE, RAVENNA . А А é қ 


PAGE 


102 
104 
108 
120 
127 
129 
148 
152 
159 


160 
162 
164 


166 
168 


173 
194 
204 


228 


233 
241 


245 
252 
256 


List of Illustrations 


Mosaic. — THE EMPRESS THEODORA 
Mosaic. — THE OFFERINGS OF ABEL AND 
CHIZEDEK . . e 


MOSAIC. — SACRIFICES OF THE OLD LAW 


SANTA MARIA -IN - PORTO FUORI ‘ 


MEL- 


Part I. 


Verona 


Cities of Northern Italy 
Volume II. 


Part I. Verona 


CHAPTER I. 


ROMAN VERONA AND VERONA UNDER THE 
SCALIGERI 


HE main feature about Verona is its 

tombs. In no other Italian town can be 
found such a magnificent series of grand 
tombs, mostly standing out-of-doors, as in this 
delightful city. Not only the rulers, but the 
nobility and the wealthy traders of; Verona 
were all determined to have superb monu- 
ments, erecting them in many cases during 
their own lives, and devoting to them all the 
genius and thought and skill that in other 
cities were given to the erection of churches, 
or to the painting of pictures, or to decoration. 
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The group of Scaliger tombs that we shall see 
in this city is quite unrivalled in beauty in 
Europe, while even more lovely is the Castel- 
franco tomb at St. Anastasia’s Church, which 
is in its way the most perfect monument in 
Italy. 

The next thing to notice in Verona is that 
its position is so fine, so surprisingly strong, 
and so placed as regards the Alps, that the 
city has always been a fortified place from 
Roman times down to the present, and that it 
has had several successive series of fortifica- 
tions built for it, the marks of which still re- 
main. We shall easily be able to trace its his- 
tory by means of these fortifications. Lastly, 
we shall find in Verona churches built of brick 
that are quite unrivalled, and which have 
given an importance to the city in all books of 
architecture, and which draw students to ad- 
mire it, from all parts of the world. We have, 
therefore, plenty to see in this place and must 
be prepared not to hurry over our sightseeing, 
but to do it leisurely and well. 

First of all let us consider its Roman his- 
tory, and visit the ** Arena, its greatest 
Roman monument. As you enter the city in 
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the omnibus, you will not fail to see this great 
Amphitheatre, which you are bound to pass 
on your way into the town. It is a most im- 
pressive erection, perhaps more so than the 
one in Rome, by reason of the perfect con- 
dition of its interior. From quite early times - 
great care has been bestowed upon it, and it 
has been the duty and the pride of each chief 
magistrate, from the thirteenth century down- 
wards, to spend some money upon this splen- 
did old ruin, keeping it in as good condition 
as time would permit. The outer part was 
much injured on two occasions by earth- 
quakes, and of the external arches only four 
out of seventy-two remain; but the inner 
circle is complete. The most imposing view 
of the building is to be obtained from the roof 
of a neighbouring house, when the vast ex- 
tent of the erection can be appreciated; but as 
you will probably not have the pleasure of this 
sight, the next best thing is to enter it and 
walk all around it from the top tier of seats. 
It is nearly one-third of a mile round, but the 
only way to appreciate this distance is to walk 
it. It will hold 23,000 persons, and when full, 
. must have been most imposing in appearance. 
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I am not given to details in the way of figures 
in this book, as those can be found in the 
guide-books; but I think it is needful to men- 
tion these to you that you may adequately un- 
derstand the magnificent proportions of the 
place. Let your companion go down into the 
middle of the floor space, and then regard 
him from your position on the top, and you 
will see how vast is the depth of the great 
building. Yet mark how easily, how well, 
every person could see the spectacle without 
obstructing in any way the view of any one 
else, and how quickly the whole place could 
be filled or emptied of its spectators by the 
sixty-four entrances to it. If it happens to be 
one of the occasions of public rejoicing when 
you are in Verona, you will probably see the 
old Arena full of people, as at times it is still 
used in the summer or early autumn for exhi- 
bitions of feats of horsemanship, or for spec- 
tacular displays. It is a welcome treat to see 
an Arena as it used to look in times long past 
when crowded with a demonstrative audi- 
ence. You will, however, be able to realize in 
your own mind, even when it is empty, the 
look of the place when the Roman emperor 
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or his representative sat in state, and when 
gladiatorial conflicts took place within its 
walls, and when the wild beasts were allowed 
to attack the defenceless Christian martyrs in 
this very spot. 

After remaining for some time within these 
stately walls, pondering over their history and 
the greatness of the nation that built them, I 
want you to go to the other side of the city to 
see the remains of a * Roman theatre that 
have been discovered. Ask for the Ponte 
Pietra, which is an important bridge in the 
bend of the river Adige, which flows all 
around the city, and then, crossing this bridge, 
tum off to the right for two minutes’ walk to 
the Teatro. You will be sure to see a boy 
who will gladly, for a penny, fetch the old 
woman who has charge of this ruin, and she 
will show it to you. There are two portions 
of it to be seen, and therefore when she has 
shown you one, do not go away as if you had 
seen all, but follow her to another door not 
far off, and then, underneath the houses, you 
will see a more important part of the building 
that has quite recently been uncovered. Alto- 
gether some of the rows of seats, part of the 
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stage and a room behind, also a portion of 
what is supposed to have been a family box, 
as it still bears the name of its owner over its 
arch, can be seen. It is interesting to notice 
the canals by which the water for nautical 
shows was introduced, and to see the corri- 
dors which ran beneath the rows of stone 
seats. The theatre is set in the side of a hill, 
much of it being excavated out of the rock, 
and the natural formation of the hill was skil- 
fully used in planning the building. For years 
all trace of the existence of this place was 
lost, and it was rediscovered through the en- 
ergy of a Veronese antiquary, who expended 
a considerable sum, some thirty-five years ago, 
upon buying and pulling down the houses that 
covered the site, and in digging out all that 
can be seen of what must have been in its 
time a very important theatre. 

From these ruins I want you to retrace your 
steps and go back into the town, not visiting 
the churches that are so close to you on this 
side of the river, but returning to inspect some 
more remains of Roman work, not forgetting, 
however, as you recross the river, to notice 
how beautiful the city looks from that bridge, 
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and how splendidly you can see the fine archi- 
tecture of the great Church of St. Anastasia 
that stands out on the opposite side of the 
stream. Back we come into the Corso Ca- 
vour, down which runs the tramway, and then, 
crossing the street, we shall see at the entrance 
to the Piazza Borsari the archway or porta 
that I have brought you to see. 

This is later Roman work, executed in the 
time of the Emperor Gallienus, about 264, and 
forming part of the fortifications that the 
Romans built around this city. This is the 
chief entrance gate in those fortifications, and 
at one time it had upon it in large bronze let- 
ters an inscription commemorating the tyrant 
who caused it to be erected. The letters are 
gone long ago, but from the marks they left 
behind them the inscription has been read. 
‘The arch is a double one, and in its architec- 
ture curiously unlike the plain stiff dignity 
that marked purer Roman work. This one 
has pediments over the archways, and similar 
ones higher up over the smaller arches that 
adorn the upper part, but it is an impressive 
grim old arch standing to face the world. It 
will be well to notice marked upon it a date, 
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September 17, 1882, which date you will get 
accustomed to seeing in many parts of the 
city, even inside the churches. It marks the 
highest point reached by the waters of the 
Adige during the greatest flood that has ever 
happened in the history of the city; on which 
occasion, owing to the river being choked with 
ice, the water spread all over the city to this 
terrible height and did a vast amount of injury 
to buildings, and caused much suffering and 
distress. 

Jump in the tram as it passes you, and in 
two minutes you will be in the Via Leoni, and 
at the corner of a side street you will find the 
remains of one more Roman archway, the 
Porta Leoni, with a Corinthian column on 
either side of it, and above them three win- 
dows with pilasters. 

There are other Roman remains in the mu- 
seum, but for the present this is all that we 
shall inspect of that period. Following the 
Romans came the Goths, and beyond the river 
we still can find the remains of the huge walls 
built by Theodoric, in triple courses of brick 
and stone, which are now covered by the more 
ornamental walls built upon them by the Scali- 


Verona 11 


geri, who crowned them with the forked bat- 
tlements that can be seen from all parts of the 
city and on all sides. These walls and battle- 
ments you will see better when you take a car- 
riage from Hotel Europa, as I most strongly 
recommend you to do, after the galleries close, 
say at 4.30. Drive out around the city, 
high up above the river, passing out of the 
place by a great gate called the Porta San 
Giorgio, and after driving for awhile along 
by the tram line that goes to Trento, return 
toward the Castel San Pietro up to the Castel 
San Felice, and then on toward the Porta 
Vescovo, and so into the city. The Castel San 
Pietro that you will see is part of the palace 
of Theodoric, and the Roman style of its 
building will be noticed. The other Castel 
that lies so much higher and commands the 
whole district is part of a much later system 
of protection invented and built by the great 
architect Sanmicheli, of whom I shall have 
more to say later on. 

I want you now to give some attention to 
the story of the city in medizval times, and it 
will be well, therefore, to go briefly over the 
history of the place ere we set out again for a 
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walk through its streets. This history is very 
much connected with the great family of the 
Scaligeri, an old Veronese family dating back 
to the eleventh century. The city was, of 
course, originally Lombard, but it fell under 
the sway, in the thirteenth century, of a cruel 
despot, named Ezzelino da Romano, and it 
was his cruelty to certain members of the Sca- 
ligeri that brought them into notice. Ezzelino 
died in 1259; and in 1260 the people of Ve- 
rona resolved again to be free, and raised 
- Mastino della Scala to the position of Capi- 
tano del Popolo. He was at that time the head 
of his family, which was reckoned as one of 
the chief aristocratic ones in Verona, and he 
had been serving against his will in the army 
of the tyrant. He ruled over Verona for fif- 
teen years, and then was murdered by the 
members of a conspiracy formed from those 
who hated him, and who gave as their excuse 
for the deed his unwillingness to bring to jus- 
tice a man who had offended them. So little 
was their excuse accepted by the Veronese 
that the place where the foul deed was done 
was at the time and is still down to the pres- 
ent day called “ volta barbara.” Mastino was 
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succeeded by his brother, Alberto I., who had 
for some previous years ruled in Mantua, and 
who was a peace-loving and enlightened ruler. 
In his time the rule that was temporarily 
placed on the shoulders of Mastino was given 
over to the Scaligeri family in a much more 
complete fashion, as the chroniclers record that 
the words of the people to Alberto were, 
“Viva Alberto assoluto oggi e per sempre! " 
Alberto ruled from 1277 to 1301, and was suc- 
ceeded by his eldest son, Bartolommeo, who 
died in 1304. Upon the death of Bartolommeo, 
the second son, Alboino, came to the throne, 
and he surrendered up his power as Capitano 
del Popolo to the Emperor of the Holy Roman 
Empire in token of his supremacy, and re- 
ceived it back, granted to him and his descend- 
ants, as vicar for the Emperor Henry VII. 
Alboino was a man of poor health, and he as- 
sociated with himself on the throne his brother 
Francesco, a much more powerful man, who 
was styled joint vicar for the emperor with 
Alboino. In 1311 this Francesco, called, for 
some unknown reason, Can Grande (the Great 
Dog), succeeded to the entire rule, owing to 
the death of his brother, Alboino, and he ruled 
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till 1329 in the most brilliant manner. He was 
succeeded by his nephew, Alberto П., who 


с lived but one year; and then came Mastino II., 


who died in 1351. Following him came Can 
Grande IL, who was murdered in 1350, and 
was succeeded by his brother, Can Signorio, 
who died in his turn in 1375. Then followed 
a time of confusion, and in 1389 Gian Gale- 
azzo, as we have already seen, captured Ve- 
rona. At his death it fell into the hands of the 
ruler of Padua, Francesco II. di Carrara, and 
in 1404 both cities were taken by the Vene- 
tians and remained associated with the Repub- 
lic of Venice down to the time of its fall in 
1797, when it was overthrown by Napoleon. 
There was in Verona, therefore, a regular 
succession of rulers of one family, lasting from 
1259 to 1389, and covering the time of the 
greatest prosperity of the place. Francesco, 
who was called Can Grande, was the greatest 
of these rulers, and his court was one of the 
most magnificent in Italy. Dante was received 
by him, and in that way he has rendered his 
name ever famous. Mastino II. was at one 
time in his life an equally popular and wealthy 
sovereign, as his sway was felt from Lucca to 
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Vicenza and Padua, and as far also as Parma, 
but he went into warfare against the Visconti 
and lost much of his possessions. Can 
Grande II. and Can Signorio were successful 
monarchs, and again Verona took a high posi- 
tion and the arts received attention, and the 
city was beautified; but then followed the time 
of confusion and the glory of the Scaligeri was 
over for ever. Let me take you around to 
the little out-of-doors cemetery in which these 
great rulers lie buried. Pass into the central 
piazza of the city, the picturesque Piazza delle 
Erbe, cross it to the Palazzo del Ragione, and 
pass by the Via Costa into the Piazza dei Sig- 
nori. Here lived the Scaligeri in the palaces 
that surround the square. Their chief seat 
was what is now called the Palazzo del Con- 
siglio, and in that building is the family chapel. 
On the south side are two other buildings, now 
called the Tribunale and the Prefettura, built as 
palaces by Mastino and Alberto, but now used 
for civic purposes, the chief part having been 
adapted as a prison. | 

The Via Arche will take us to the ** tombs 
which stand close to the little Church of Sta. 
Maria Antica, which was the family burying- 
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place for the Scaligeri, and within whose walls 
they had worshipped for generations. Notice 
all around the tombs a fine railing of iron 
trelliswork, in which is conspicuous the Scala, 
or ladder, the family badge. It is all buckled 
together and is therefore not rigid, but can be 
moved by the hands and is extremely fine 
wrought-iron work. A small fee must be paid 
to enter the enclosure and look around at this 
singular assemblage of tombs. In the corner 
as we go in, on the left, is the double effigy of 
Mastino II., the ruler being represented on 
horseback on the summit of the pyramid, and 
recumbent in death below. Next to it are three 
tombs іп a row, Can Grande IL, Alboino I, . 
and Bartolommeo. Then in the far corner is 
the splendid tomb of Can Signorio. Away to 
the right in the open courtyard is the tomb of 
Alberto, nearer the church that of Mastino І., 
then higher up Alberto II., also called Gio- 
vanni, and over the door of the church is the 
sarcophagus of Can Grande I. This last tomb 
is also a double one, like the one we first saw, 
but the sarcophagus rests upon huge figures 
of dogs from whom he had his strange so- 
briquet, and who are represented by the sculp- 
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tor as supporting the shield on which are the 
ladders. Mark the dignity of the horseman 
on the right, high up on the apex, and also 
the beauty of the carving on the archway and 
cusps over the recumbent figure. 

After you have noticed all the tombs of this 
great group of rulers buried in the midst of 
their people in the full sight of all who were 
to serve under their successors, return for a 
while to the tomb of Can Signorio over in the 
corner of the courtyard. It is one of the fin- 
est things that the fourteenth century produced 
in its later and more florid period, and was the 
work of Bonino da Campiglione, whose name 
can be read in the inscription above the two 
eastern columns, in which he records the fact 
that he was not only the designer of the stately 
pile, but also the sculptor who carved it. 
Notice upon the square pilasters, the figures of 
the warrior saints, St. Quirinus, St. Valentine, 
St. Martin, St. George, St. Sigismond, and 
St. Louis. Above them are the figures of the 
Virtues, — Faith, Prudence, Charity, Hope, 
Justice, and Fortitude, — while, above all, is 
the equestrian figure of the ruler himself, and 
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in the midst, recumbent upon his sarcophagus, 
appears the same man still in death. 

Mark very specially the beauty of the iron 
railing that surrounds the whole, and upon 
which is to be seen in all directions the sym- 
bolic ladder. Having examined these tombs, 
walk down the Via Sottoria, which is by the 
side of the church, to the Church of Sta. Anas- 
tasia, which is close by, and stands by the 
river, and then, ere you enter it, stop and look 
up on the left, and over the entrance to a 
courtyard by the side of the church. There 
you will see the most perfect ** monument in 
Verona, the one which Ruskin, with pardon- 
able enthusiasm, calls “ the most perfect Gothic 
monument in the world — pure and lovely, my 
most beloved throughout all the length and 
breadth of Italy — chief as I think among all 
the sepulchral marbles of a land of mourning.” 

It is far older than the florid piece of work 
to which we have just been giving attention, 
as it belongs to 1320, and was erected to the 
memory of Guglielmo da Castelfranco, the 
friend and close adviser of Can Grande, and a 
generous helper in the decoration of the neigh- 
bouring church. It is severely plain in its de- 
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sign, but charming in its perfect truth and ac- 
curacy and in the balance and proportion of all 
its details. From the platform, which rests 
upon brackets supporting it on the summit of 
the wall, rise four fine columns of white marble 
surmounted with decorated heads, and beneath 
them is the red marble sarcophagus standing 
on the backs of two couchant lions, on the top 
of which is the recumbent effigy of the cele- 
brated lawyer. Rising from these four col- 
umns, is the simple canopy, a Gothic arch 
richly cusped, on which is a pediment and pyra- 
mid all decorated slightly with carving in the 
most perfect taste. The structure of the whole 
erection is clearly revealed, and the four col- 
umns are steadied, as Ruskin points out, by 
bars of iron, which form a part of the original 
design, and are delicately wrought all along 
their surface with a charming running pattern. 
The great simplicity of the whole of this mon- 
ument may not permit all its beauties to be 
revealed at once, but stand still, look it all 
over with your field-glasses, and tell me where 
it is possible to improve it in any respect, or 
where it is possible to remove an item from 
its decoration without spoiling the whole, and 
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then the more you gaze the more you will 
appreciate the subtle beauties of this most ex- 
quisite work. There are three other fine tombs 
of the same family within the little courtyard, 
but there is nothing in Italy which you will 
see that in its way will equal the beauty of this 
monument, which reveals the hand of an artist 
of the highest merit, albeit his name has per- 
ished and only his work remains. 
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CHAPTER I. 
THE CHURCHES OF VERONA 


OW, to begin the study of the churches of 
Verona and to understand their architec- 

ture, you must commence with the ** Church 
of San Zeno, which is situated at the opposite 
end of Verona to where you are now standing. 
The church is on the extreme edge of the city, 
and if you are pressed for time, you had better 
drive to it, as it will take quite half an: hour to 
walk. But if you walk, then the better way 
is to go down the street opposite to Sta. Anas- 
tasia, which is the Corso Cavour, through the 
Borsari gate, on past the Castel Vecchio, and 
turn round by the river and follow its course, 
till you see the great campanile of the church 
before you, and then turn off to the left to it. 
The church is a twelfth-century one, and is in 
practically its original condition. The en- 
trance doors are even older, and the bronze 
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reliefs, which are not beaten work but cast, are 
about the oldest things of their kind in the 
country. They are attributed to the ninth cen- 
tury, and represent in the very boldest and 
most archaic manner scenes from the Old 
Testament. There are forty-eight of them 
fixed to the massive doors, and they are inter- 
esting as the very beginnings of an art that 
was destined to have such a future. Now look 
up at the front, and you will see that the portal 
is richly sculptured with various scenes. The 
one over the door is said to represent the depu- 
tation sent to St. Zeno by the Emperor Gal- 
lienus, and all around are various scenes from 
Bible history, each explained by some short 
verses carved underneath it. 

On the top of the door-posts are represented 
the twelve months, and on one of the side 
panels underneath the first set of scenes on the 
right is the well-known representation of the 
Emperor Theodoric riding headlong, as a wild 
huntsman, to the devil. The ingenious crafts- 
man who is responsible for all this work in 
1140 has left his name in the carvings, and we 
still read, “ Salvet in eternum qui sculpsit ista 
 Guglielmus," as in the bronze castings just 
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named we find the maker’s name, Figarolo, 
recorded with the same prayer. - 

Now let us enter the church and we find a 
building so simple, so good, so mysterious, that 
we are at once attracted by its beauty. We 
step down into this splendid nave, and look 
up to the raised choir with its curious screen, 
along the front of which is a row of figures 
of the Twelve Apostles sculptured in the four- 
teenth century. In the centre is the wide flight | 
of steps stretching down into the crypt, and on 
either side of it are the two smaller flights 
which lead up to the choir itself. 

The chief object to be seen in the nave is 
the huge Coppa di San Zeno, an enormous 
cup of porphyry, measuring nearly fourteen 
feet across, which is said to have originally 
stood outside and to have been used for wash- 
ing the feet of the pilgrims who came to the 
shrine. The local legend relates that the devil 
brought it as an offering to San Zeno, and, not 
obtaining his desire from the saint, attempted 
to carry it back, but was prevented from so 
doing by the orders of the bishop, and had to 
leave his treasure behind. It is a very beauti- 
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ful piece of porphyry, and is doubtless of great 
antiquity. 

Notice the altar-piece by Torbido, a some- 
what crowded arrangement with fat plump 
figures, on the first altar to the right, and then 
walk up the nave and descend into the crypt 
ere you go to the choir, as I want you to 
notice how curiously the columns which sup- 
port its roof are carried right up through the 
. roof on either side and form piers in the choir 
above. Many of the columns have remains of 
fresco upon them and are worth attention. 

At the very end is the modern shrine of San | 
Zeno, surrounded by a railing which was 
erected in the fourteenth century, and which, 
like the railing around the Scaliger tombs 
which you have just seen, is not rigid, but is 
buckled together quite loosely, so that it gives 
to the hand and can be shaken to and fro. It 
is most skilfully made and should be examined. 

Ascending from the crypt we climb the steps. 
and find ourselves in the choir. The statue 
of the patron saint in marble, on the right, is 
a very venerable one, going back to the ninth 
century, and having the special peculiarity that 
the saint, who was a fisherman, is so repre- 
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sented, and has a fish of silvered wood at the 
end of his rod. On the opposite side is a 
statue of St. Proculus, a piece of fourteenth- 
century work, and of about the same date are 
the quaint frescoes that can be seen over the 
arches of the choir and elsewhere. The fine 
picture that hangs to the right of the choir 
is an important work by Mantegna, depicting 
the Madonna and Child with angels and eight 
saints. The architectural work, the flowers, 
and the fruits are all most characteristic, and 
with the strangely complicated draperies 
clearly mark the work of Mantegna, amongst 
whose pictures this one holds a very important 
place. The predella pictures are copies. The 
carving on some of the capitals is worth notice, 
and was done by the same sculptor who left his 
name on his work in the crypt — Adamius. 
This attractive old church is specially repre- 
sentative of the Middle Ages, and the more 
impressive as it is built of an arrangement of 
delightful yellow stone, brick, and marble, 
characteristic of the buildings of Verona, 
which is noticeable in almost every church in 
the city. Here we specially mark it, as we 
have not seen this method of building before. 
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The framework of the rose window and the 
quaint colonnade in the centre of the west 
front are, you will notice, of marble. 

Pass now outside the church and turn down 
the little passage by the left into the cloisters, 
which are of remarkable beauty and were built 
in the twelfth century. Notice how curiously 
the twin columns that surround them are 
joined at the top and bottom by a short hori- 
zontal piece of marble. This was not attached, 
but was part of the original block of marble, 
and was carefully left by the carver of the 
columns, at a considerable increase of his la- 
bour, in order to show his skill and leave a 
quaint feature, which adds to the appearance 
of the united columns. In some cases this 
little attachment has been broken away, but it 
will be found in a great many places round the 
cloister. 

On the side opposite to the entrance is a 
sort of room in the arcading, supported upon 
columns of different diameter and having at 
its ends columns of quite large size united, as 
are the others, by this same sort of tongue. 
This place originally held a large bowl or 
trough containing water at which the monks 
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could wash, and it seems likely that it was 
raised above the ground and perhaps ap- 
proached by ‘steps, as the columns denote the 
existence of some vessel of great weight that 
needed strength to support it. There are some 
fine tombs in this cloister, two close to one 
another in the southeast angle, having upon 
them the ladder, the crest of the Scaligeri, and 
containing the remains of certain important 
members of that family, one of whom was 
prior of the Convent of San Zeno. In this 
cloister is also a small chapel in which are some 
interesting remains of carved stonework from 
the neighbouring church. 

The adjoining campanile is one of the finest 
in Italy, a most stately tower, with a double 
gallery of arches near the top and surmounted 
by a spire with four corner turrets. It stands 
quite alone, in the manner of the Veronese 
campaniles, and gives great dignity to the 
church. | 

On the opposite side is a quaint brick tower, 
which was a part of the monastery that ad- 
joined the church, but originally belonged to 
an important dwelling that tradition says was 
the palace of King Pepin, the son of Charle- 
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magne. It is crowned with the Ghibelline 
swallow-tailed battlements, which are to be 
seen. all around Verona, and is said to have 
been the first building that had these orna- 
ments and the one from which all the others 
derived them. | 

- When we leave San Zeno, if we are to pur- 
sue our examination of the churches in any- 
thing like chronological order, we ought to go 
to the extreme other side of the city, cross the 
Adige, and visit San Stefano; or else if on that 
side of the river, we should see that venerable 
church first ere we come to San Zeno. But to 
walk or drive back and forth is not, under or- 
dinary circumstances, a wise thing to do, and 
means the waste of a great deal of time; so as 
there is an interesting church near by and we 
shall not have occasion to come into this part 
of the city again, it will be well to go from 
San Zeno to San Bernardino before returning 
to the city. 

If, therefore, we cross the piazza to the Via 
San Giuseppe, cross that street, and continue 
down the Via Lungo San Bernardino, we shall 
arrive in a very few minutes at this church. 
A small cloister in which is a door gives admit- 
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tance into the church. If the cloister is closed, 
as is sometimes the case, ring the bell, and a 
monk will admit you and will open the church. 
We have now left the venerable days be- 
hind, and are in a fifteenth-century building, of 
which the chief sight is the ** Capella Pelle- 
grini, the work of the great Veronese archi- 
tect, Sanmicheli. The custode will open it for : 
us, and we can enter this lovely little circular 
chapel. It is rather a mental strain to so 
suddenly leave the solemn mysterious grand- 
eur of San Zeno, and jump to the stern refined 
beauty of this classical building, but I think 
if you will sit down and look round the build- 
ing you will not fail to admire it. It is con- 
sidered to be one of the most beautiful ex- 
amples that can be found of pure classical 
ornamentation, and although not absolutely 
perfect, as the purists in architecture will tell 
us, yet it is very nearly so, and contains much 
refinement of treatment with pediments, pilas- 
ters, mouldings, and cornices which are all of 
the Corinthian order of exquisite grace and 
delicacy. Notice the decreasing squares in 
the dome, all in such perfect proportion; the | 
shells above the recesses; the spiral work on 
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the columns; and the well-planned entrance 
doorway and the cornice over it. Sanmicheli 
was one of the great men of Verona and an 
undoubted genius. He was mainly a military 
architect and, as I have already stated, was 
responsible for the later fortifications of the 
city. We shall also see his work in some of 
the palaces and bridges of the place; but he 
never executed anything finer or more charac- 
teristic of his great love of classical detail than 
this little chapel, square on the outside and 
circular within, upon which he bestowed the 
very best of his skill. 

The chief of his work is in Verona, but 
some of his buildings are to be seen in Venice, 
a fine church in Orvieto, and fortifications as 
far afield as Corfu, Cyprus, and Crete. 

There is nothing else that need detain us in 
this church unless we are particularly inter- 
ested in the painting of the Brescian Morone, 
whose work we can see at the fourth and fifth 
chapels and near to the choir arch; but as we 
enter Verona we ought to notice the finest of 
the gates that Sanmicheli erected — the Porta 
Palio. 

We can walk from San Bernardino by the 
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fortifications and come to this fine gate, an 
ingenious example of the combination of the 
beauty of Corinthian architecture with the 
needs of military fortification. We then go 
straight down the Via Porta Palio to the 
Castel Vecchio, a grand fourteenth-century 
fortress built by Can Grande II., of which the 
exterior only remains in original condition. 
There is no need for you to enter the build- 
ing, as all the interior has been adapted to 
modern use, but you will do well to stay and 
admire the impressive exterior, “noble and 
picturesque,” as it has been well called, and 
adorned with those great swallow-tailed bat- 
tlements of which I have before spoken. 

On our way back to Hotel Europa we shall 
pass several of the palaces that Sanmicheli de- 
signed for the great Veronese families. They 
are not now, as a rule, occupied by the fami- 
lies for whom they were built, and some of 
them are degraded into the position of stores, 
or cut up for small dwellings, but they retain 
their old names, and their fronts well illustrate 
the variety and skill of the great architect who 
designed them. Three of them are in the 
Corso Cavour: the Palazzo Bevilacqua, with 
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a row of busts over the windows and spiral 
columns between the windows over the bal- 
cony. This is on the right, and opposite to it 
is the Palazzo Canossa, with a row of statues 
on the roof; and almost next, the Palazzo 
Portalupi, which is a good example of Ionic 
design. 

I want now to take you over the river to see 
the little * Church of San Stefano, which, as 
the original cathedral, ought to be seen before 
we enter the present cathedral, and which in 
some ways might have been our starting-point 
in our survey of the churches of Verona. We 
cross the Ponte Pietra, — the same bridge we 
crossed on our way to the Roman theatre, — 
but turn in the opposite direction to the theatre 
— that is, to the left — and in a minute are in 
front of the church. It is sure to be locked, as 
few persons visit it, but a boy will fetch the 
old woman who has the key. 

The appearance of the church will recall 
San Zeno, but it is plainer and more archaic. 
The crypt is said to date back to the eighth 
century, and the church was certainly founded 
over an older one in the eleventh century, and 
part of the architecture is of that date. The 
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round arches in the crypt reveal their great 
age, and the curious frescoes that adorn them 
belong evidently to the period before the 
twelfth century. 

The feature of the church is, however, the 
choir, which will be found of quite unusual 
construction, and containing the throne for 
the bishop. Beyond the choir is yet another 
older choir, forming part of the original 
church, and also decorated with frescoes. 
More than twenty of the bishops of Verona 
lie buried in this church, and from an archi- 
tectural point of view it will be found to be 
not only one of the most interesting, but cer- 
tainly one of the most puzzling in its compli- 
cation of choirs. 

Perhaps, as we are close to it, we may as 
well walk on and see San Giorgio in Braida, 
a church which stands close to the Porta San 
Giorgio, and which is again the work of San- 
micheli. The Church of San Giorgio is a 
good example of his florid style, not nearly 
so fine as the Capella Pellegrini and not nearly 
so pure in style, but very effective. 

There are some good pictures in the church. 
The Tintoretto over the door cannot be seen, 
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as it is hung too high and the light is impos- 
sible; but the altar-piece is a fine work of 
Paolo Veronese, very decorative and effect- 
ive. It is not, however, entirely the work of 
the master, but was finished by his pupils, and 
is therefore very unequal in its merit. There 
is a beautiful Moretto to be seen over the fifth 
altar to the left, and the work of his rival 
Romanino, which has been divided into two 
parts, near the organ, representing the Mar- 
tyrdom of St. George. The great Veronese 
artist, who began as a miniaturist, Girolamo 
da Libri, can also be studied in the church. 
At the fourth altar on the left and over the 
fourth to the right, is an important work by 
one of his pupils, Brusasorci. 

In the Girolamo da Libri the three angel 
faces are of exquisite beauty; two of them 
are singing, and the third is playing on a 
lute. 

Now we will return over the Ponte Pietra, 
or over the Ponte Garibaldi; by either bridge 
we reach in five minutes the Duomo. 

It will at once remind us of San Zeno, and 
very much of it belongs to the same date as 
that church, notably the porch at which we 
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make our first stop. There are the same two 
sets of columns resting upon the backs of 
mystic animals — in this case griffins; and 
over the entrance and around are reliefs 
similar to those in San Zeno, but not so fine 
or so interesting. On the porch appear the 
two strange figures of the warrior guards of 
- Charlemagne, well known in story and legend 
as the Paladins Roland and Oliver, the one 
armed with a sword and the other with a 
mace. These were carved, so the inscription 
states, in 1135. 

The feature of the interior is the curved 
marble screen, with its stately colonnade sur- 
mounted with a splendid crucifix in bronze, 
by Gian Battista da Verona. The marble 
screen was designed, as no doubt you will 
have realized, by Sanmicheli, and is a charm- 
ing example of his refined work. On the 
right of it is the tomb of St. Agatha, a Gothic 
monument dated 1350, which in the sixteenth 
century was enclosed in a lovely Renaissance 
framework. 

. There are some pictures which are worthy 
of notice. An Adoration of the Kings, by 
Liberale da Verona, on the second altar to 
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the right; and on the first to the left, a cele- 
brated Assumption, by Titian, which was con- 
sidered worthy to be carried off in the begin- 
ning of the century to Paris, and was later on 
restored to the church. 

The most important thing in this cathedral, 
after the delightful classical screen, is the 
font, and that occupies a separate building 
attached to the main one. There is a passage 
leading to it on the left of the choir, and the 
custodian will take you into what is termed 
the Church of San Giovanni in Fonte, where 
will be found the enormous ** font, a huge 
block of reddish-yellow Verona marble, cov- 
ered on the exterior with delightful Lombard 
twelfth-century reliefs depicting the early life 
of Our Lord. It will be well to walk round 
this font and carefully examine all the reliefs 
upon it, commencing with the Annunciation 
and completing the series with the Baptism, 
as they abound in quaint humour, and tell 
their stories in a charmingly naive manner. 
In the centre of the huge font, evidently in- 
tended for the immersion of a considerable 
number of persons, is a smaller quatrefoil- 
shaped enclosure, also of marble, in which the 
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officiating priest stands and which he enters, 
as the attendant will most graphically de- 
scribe to you, by a set of steps and a movable 
platform which extends over the larger font. 
There is a chapel to the right in this church 
which is covered with rich fresco-work, and is 
worth mention. 

Now come outside and look at the cloisters 
which, like those we have already seen, are 
composed of columns in pairs, but not ar- 
ranged quite as those at San Zeno are, as in 
this case the bases and capitals of each pair of 
columns are united. Each pair is, however, 
cut out of a single piece of marble; and on 
one side of the cloister the beautiful arcading 
is double. Notice also, ere you leave the 
place, the remains of a fine mosaic pavement 
which has been discovered. It is, of course, 
Roman work, but whether it belonged to some 
thermz or to a temple cannot yet be deter- 
mined. 

Now for Santa Anastasia, which we passed 
by before we went to San Zeno, and which we 
must now visit. Go round the Duomo by the 
Church of the Font, and pass the Archbish- 
op’s Palace, entering the front court of that 
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palace for a moment in order that we may see 
the rear part of the Duomo and San Giovanni 
in Fonte, which look remarkably picturesque 
from that garden. In the Archbishop’s 
Chapel there are some pictures by Liberale, 
but I have never been fortunate enough to see 
them, as on each of the occasions on which 
I have been at the place the chapel has been in 
use for service, and, as it is small, I have pre- 
ferred not to go in to see the pictures. You 
may be more fortunate than I have been, and 
if so I shall be glad to hear your opinion as 
to these works. In some ways Liberale is the 
most interesting artist in the school of Ve- 
rona, and we shall remember his picture of 
St. Sebastian in the Brera, in which the back- 
ground is a scene in Venice, with its palaces 
and canals, and in which the people take so 
keen an interest in the spectacle. Follow the 
Via del Duomo and it will bring us right to 
the church. 

The * main doorway is of extreme loveli- 
ness, and the brickwork of all the exterior is 
of special beauty, the mouldings worked in 
brick, and the rich decoration on the façade 
in the same material, making the church no- 
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table even in this city of fine brick and marble 
churches. The interior is notable for its 
scheme of decoration, much of which, espe- 
cially about the vaulting, is contemporary 
with the building. Probably at one time it 
was entirely covered with fresco decoration, 
sufficient of which still remains to give a fine 
effect, and to suggest how superb must have 
been the original appearance. Note the curi- 
ous fact that no gold is used in this interior 
decoration. Another important feature of 
this church is to be noticed at the second and 
third chapels on the right, which will be found 
surrounded by very rich carving in stone and 
marble. The designs of these arches which 
frame in the altars are splendid, and include 
creatures, such as lizards, frogs, tortoises, 
birds, and flies, all set in the midst of fine 
flowing arabesque work, and sculptured in the 
most perfect manner, so deeply undercut as to 
stand out in quite wonderful relief. 

As you enter you will not fail to be at- 
tracted by the grotesque humpbacked figures 
that bear the holy-water stoups, one of which, 
that on the right, was carved by Alessandro 
Rossi, father of the humpbacked (Gobbino) 
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painter, and the other by the father of Paolo 
Veronese — Gabriele Caliari. 

In the second chapel on the right are some 
very early frescoes by that interesting Vero- 
nese artist, Altichieri, representing Knights of 
the Cavalli family kneeling before the Virgin, 
in which the horse (Cavallo) stands as a sort 
of rebus on the family name; but as we shall - 
see more of this artist's work at Padua, I will 
defer any comments upon him until we reach 
that place. 

The terra-cotta reliefs in this church merit 
attention. | 

The fifth altar on the right, the one facing 
down the church, contains a curious coloured 
piece of terra-cotta, representing the Entomb- 
ment, in which the anguish of the faces is par- 
ticularly well presented. In this same chapel 
there is a good piece of quaint ironwork in 
` the form of a lamp. 

Other terra-cotta reliefs are to be found in 
the Capella Pellegrini on the left, and are fif- 
teenth-century work depicting the life of Our 
Lord. 

Of the pictures in this church, the most 
noteworthy is the * fresco by Pisanello which 
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is over the arch of this Capella Pellegrini, and 
which is unfortunately not in good condition 
and too high up to be properly seen and ap- 
preciated, but as a good work of the great 
medallist, whose influence was so important 
and so far reaching, it deserves attention. 

In the right transept is a fine work by Giro- 
lamo dei Libri, representing the Virgin with 
St. Thomas Aquinas and St. Augustine, a 
Dominican friar, and the two donors of the 
picture. It is a very architectural work with 
pointed arches, and the painting of the marble 
mosaic and wreaths is very characteristic of 
the master at the middle of his career. In the 
fourth chapel on the left is a Descent of the 
Holy Ghost, by Giolfino, a dark, rich, noble 
work; and on the second, on the left, is an- 
other picture by the same painter of St. 
George and St. Erasmus, somewhat cold and 
stiff. Notice the donor of the work peeping 
over the altar. Mark the delightful pavement 
in this church of red, white, and gray marble, 
and the great variety of its designs and pat- 
terns, 


CHAPTER III. 
THE ART OF VERONA 


T may be well perhaps, on leaving Sta. Ana- 
stasia, to go to the ** Picture Gallery in- 
stead of continuing the round of the churches, 
as we have already seen certain important 
pictures in the churches that we have visited; 
and as we possibly have not any very clear 
idea as to the school of Verona and its chief 
men, a visit to the little Pinacoteca will enable 
us to arrange our ideas in clearer form and 
to study the characteristic features of each 
artist. 

To reach it, we pass over the Ponte Navi, 
which is the bridge over which the tram-line 
goes; and, in fact, the tram will take us to 
the very door of the Palazzo Pompei in which 
is the collection of pictures. It is just the 
other side of the river, a minute’s walk to the 
right after crossing the bridge. The palace 
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is a good building built by Sanmicheli and 
bequeathed by its last owner, Count Pompei, 
to the city as a picture-gallery. The lower 
part of the building is what is termed rustic- 
work, and is plain, rough squared stonework, 
which, by its simplicity, affords a pleasing 
foundation for the elaborate Doric work 
which is over it. 

Before we enter the gallery it will be well 
if I give you a short note on the Veronese 
painters. I need not refer to the very earliest 
men, the painters in fresco, whose archaic 
works we have seen in the crypt of San Zeno 
and in San Stefano, but will begin with the 
work of the second half of the fourteenth 
century in which first we see the influence of 
Giotto in the paintings of Altichieri and 
Avanzi or Avanzo. We have just seen fres- 
coes by Altichieri, and, as I have already 
stated, we shall find more and better work by 
him in Padua. It is not easy to distinguish 
the work of the two artists, as they were to- 
gether in almost every important scheme of 
decoration, and their characteristics have not 
yet received the close attention at the hand 
of an expert which would enable the part that 
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each friend took in the fresco to be deter- 
mined. They were, of course, influenced or in- 
spired by Giotto, whose work was in their 
time the subject of much attention, and whose 
frescoes in the Arena chapel they must have 
closely studied. But, as Layard points out, 
they must not be taken as followers or pupils 
of Giotto, as they preserved their Veronese 
character in the deeper, fuller colouring, 
brighter in tone and more sparkling than 
Giotto’s, and in the more solid forms that they 
depicted, less idealized than those of Giotto 
and with more roundness and bulk. In their 
hands dramatic energy began to be first clearly ` 
seen in fresco, and marked individuality in 
each figure to be apparent. With them must 
be mentioned one Martino, who did some 
noteworthy frescoes, which are in the gallery 
which we shall see presently, and then we come 
to Pisano, or Pisanello. 

His chief work in Verona I have just men- 
tioned, and we shall again see his fresco-work 
in San Fermo with his signature, but he is 
specially known for his skill as a medallist, and 
his wonderful painting of portraits. From 
him the idea of portraits in fine profile was cer- 
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tainly derived, and it can be traced in his fol- 
lowers. Labouring with him in Venice was 
Gentile da Fabriano, whose work we men- 
tioned in the Brera, and whose love of relief 
work in his pictures, glorious combination of 
colours, and passionate fondness for gold and 
brilliance and glow so clearly distinguish him. 
Both he and Pisanello were fond of introduc- 
ing birds and other creatures into their works, 
and this habit they handed down to their suc- 
cessors, 

Following him in the regular series of paint- 
ers that worked in Verona, we come to a man 
named Domenico Morone, whose son, Fran- 
cesco, was much more noted, and whose work 
we shall see in the gallery, and to much greater 
advantage in the Church of Sta. Maria in Or- 
gano, to which I will take you later. He is a 
delicate and graceful painter, and his colouring 
is strong and full in power, while his ideas of 
well-balanced composition are notable. We 
shall see presently a charming composition of 
his, a Madonna and Saints in fresco, delight- 
fully grouped, now in the gallery (560), but 
at one time on a house near the bridge which 
we have just crossed. 
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Then we come to Liberale, who was edu- 
cated as a miniaturist, and who never lost his 
love of fine detail and his power of represent- 
ing it. In the gallery we shall see some of his 
work in this way, and many fine paintings by 
him in oil. Bonsignori was his pupil, and in- 
herited from him the love of architectural de- 
tails that distinguished the -master, together 
with a force and strength that is his own. 

Giolfino, at whose picture of St. George and 
St. Erasmus we have just been looking, was 
also a pupil or a follower of Liberale. Heis a 
very unequal painter, and at times, as in this 
very work, part of the picture is done with en- 
ergy, excellently drawn and powerfully col- 
oured, and part of it is stiff and formal. Asa 
rule his shadows are too dense, and so his pic- 
tures lack attractiveness. 

Another man who can only be studied in 
Verona is Caroto, whose masterpiece we shall 
presently see in San Fermo. He is a remark- 
able master, very rich in colouring, powerful 
in drawing, and curiously partaking of the 
Leonardo style in his work. There are por- 
tions of his fresco-work yet to be seen in the 
streets of Verona, especially near to the 
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Church of St. Thomas of Canterbury, and he 
can be well studied in the Church of St. Eu- 
femia. 

The most poetical of all the Veronese school 
is Girolamo dei Libri, who, like Liberale, was 
educated as a miniaturist, and derived his so- 
briquet from the books which he decorated. 
He is really a fascinating man, and his pictures 
are laden with the delights of the earth, — 
fruit, flowers, music, and landscape of rare 
beauty. He can be well appreciated in the gal- 
lery at whose doors we are still standing. 

His contemporary was Cavazzola, whose 
real name was Paolo Moranda, a very earnest, 
strenuous painter, who moved away from the 
realistic attitude of his predecessors, and began 
that method of full decoration, great style, and 
powerful colouring that was characteristic of 
Paolo Veronese and so of the Venetian school. 
Cavazzola was a very brilliant colourist, but 
his colouring did not assist the emotion of his 
pictures, and when at times he rouses a deep 
pathos and a tender sympathy by his compo- 
sitions so well conceived and so ably drawn, 
it is his colouring that is not equal to the occa- 
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sion and prevents the picture being a complete 
success. 

Torbido is still more Venetian, partaking 
of the character of Giorgione, and probably 
studying under him in Venice. He is closely 
connected in art with Liberale, under whom 
it is supposed he had his first instruction, but 
he is a worker of peculiar interest and deserves 
to be better understood and appreciated. His 
works have had the high distinction of being 
confused with those of the most poetic of all 
painters, Giorgione, and even now there is 
some doubt as to a portrait we shall see in the 
gallery in Padua which has been attributed to 
each master in turn. 

Lastly we come to Brusasorci, another pupil 
of Liberale, and one whose influence on Vero- 
nese can be seen. He was an artist who loved 
full flowing wine-like colour and great showi- 
ness. Then at the end is Farinato, who is a 
late man, dry and somewhat uninteresting, de- 
lighting in big pictures, dull colouring, and 
deep shadows. Paolo Veronese, I need only 
name, as he really belongs to the Venetian 
school. After therefore this long digression, 
we will see what we can learn from the masters 
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of whose works we have been speaking. We 
shall find in this gallery several notable works 
that do not belong to the school of Verona at 
all, but are of sufficient importance to be no- 
ticed, and so I will point out the chief pictures 
that deserve attention. There is no catalogue 
of the gallery that can be purchased, only hand 
screens in each room. 

Room I. contains only two important pic- 
tures: 

34. An early Perugino, one of the earliest 
works known by this master, and representing 
a Madonna and Child with St. John and two 
angels. A part of this work is by a pupil, but 
the central portion is marked by the spirit of 
the master. 

32. Madonna and Child and St. John, by 
Titian; also an early work. 

Room II. has several pictures of interest. 

155. Madonna and Child with two saints, 
by Francia; a delightful work by this charm- 
ing Bolognese master, signed. 

86. Presentation in the Temple, by Giovanni 
Bellini; a very charming work, signed. 

93 (under it). Adoration of the Magi, by 
Perugino; a late work. 
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88. Holy Family, by Andrea del Sarto; 
much cleaned. 

97. A Portrait of a Man in black, by An- 
tonio Moro; a splendid representation, truth- 
ful and powerful. 

120. Madonna and Child with St. Joseph, 
by Perugino. 

121. An Annunciation, by Garofalo; a gay, 
bright picture by this delightful Ferrarese ar- 
tist. 

150. The Death of a Saint, by Lo Spagna, 
the pupil of Perugino and the painter of the 
Sposalizio at Caen. 

117 (over the door). A Pieta, by Mon- 
tagna; worth attention. 

There is nothing in Room III. that need 
detain you. 

In Room IV. it is well to notice the follow- 
ing: 

240. Madonna and Child Sleeping, by Giol- 
fino; cold, hard, but full of expression. 

250. Christ Washing the Feet of His Dis- 
ciples, by Bonifacio; good picture, fine colour- 
ing, but no reverence at all in it, just a fine 
piece of decoration, 
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252. Madonna and Child with St. Sebastian 
and St. Roch. 

253. Baptism of Christ. Both of these 
works by Girolamo dei Libri. 

238. St. Anthony, by Brusasorci. 

Room V. is the really important room for 
you to see. | 

There are two works by Cavazzola in this 
room, from which you will be able to get a 
good idea of his power, and of the decorative 
value of his work. | 

The most remarkable of all is perhaps 335, 
a Madonna and Child with St. Francis and 
St. Dominic, and below SS. Elizabeth, Bona- 
ventura, Louis, Ivo, King Louis, and Elzea- 
rius, together with the Contessa de Sacco, the 
donor of the picture. The movement in this 
work is rather awkward and the grouping 
formal, but the work is a fine and impressive 
one without doubt. 

Near by is a wonderful series of works, 
292, 3, 4, 5, representations of saints; 298, 
the Scene of the Doubt of St. Thomas; 303, 
the Flagellation of Christ; 305, the Washing 
of the Feet; and 308, the Crowning with 
Thorns — all highly decorative works, well 
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drawn, powerfully conceived, and not lacking 
either in expression or pathos. Critical inves- 
tigation may discover that the forms lack 
muscle, that the draperies are hard, and the 
movements are formal, but the pictures show 
an important master at his best, and illustrate 
his methods and his power. 

339 is a delightful Girolamo dei Libri, a 
Virgin and Child with St. Joseph and the angel 
Raphael and the youthful Tobit, of rich Vene- 
tian style of colouring and splendid accesso- 
ries. This is a signed work. 

333 is by the same master, Madonna and 
Child with St. Andrew and St. Peter, and 
showing the Baptism in the distance, and under 
it is 334, a splendid Cima of Madonna and 
Child with two saints, full of the delicate re- 
finement that marks the best work of that ar- 
tist. 

Over the door is a good Caroto (343), rich 
and lovely. It depicts the Three Archangels 
with Tobit, and is a signed and important 
work. 

Two other Carotos are in this same room 
— 325, Madonna and Child, and 300, the 
Washing of the Feet — and in these his Lom- 
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bard style can be seen and the curious affinity 
that he has with such men as Luini and 
Solario. 2 

A fine Moretto portrait, 287, must not be 
overlooked, as it is a really good work, and a 
signed and dated one; nor must 296 be forgot- 
ten, as in this Madonna and Child with two 
saints Torbido is thoroughly Venetian. 

Having looked at these pictures we turn 
our attention to what hangs opposite to them, 
the fragments of miniatures from service- 
books executed by the two great Veronese 
artists, who trained themselves by this work. 
Very lovely we shall find some of this minia- 
ture work to be, and full of interest bearing 
upon the later productions of these two men, 
Liberale and Libri. 

The chief picture in Room VI. is the 351, 
a very fine work by Carlo Crivelli, represent- 
ing the Madonna and Child with angels, and 
signed by the artist. The hair of the Madonna 
has been restored, otherwise the picture is in 
good condition. 392 and 394, the Deposition 
and the Bearing of the Cross, are by Cavaz- 
zola, and are the finest works by the master 
in the gallery. They were painted in 1517, 
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as shown by the inscription, and are full of 
dignity and pathos, but are not aided in their 
expression by their colouring. 

365 is a Crucifixion, by Jacopo Bellini, a 
solitary, grand work; and 376 (Resurrection) 
is attributed to Squarcione, and is certainly 
of his school, and may conceivably have some 
of his own work in it. There are two very 
curious early anconas in this room that should 
be marked. 355 is by an unknown man called 
Turone, signed with his name and dated 1360, 
and will therefore take a place at the very 
beginning of Veronese art. The other one is 
equally early, and is signed Stefano da Zevio, 
and dated 1363 (374), and these two pictures 
are evidence of the existence, at a very early 
date, of a school of painting in the city from 
which descended the men whose paintings we 
have been examining. 

In the remaining rooms of the gallery you 
need not stay, as the pictures are not worthy 
of your consideration after these greater ones 
which we have studied, and most of them are 
by later or insignificant men. 

In Room XII. there are frescoes, some by 
Paolo Veronese important to a close student 
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of his art, and a delightful one, by Foppa, of 
an angel; also the fine Morone fresco (560) 
of which I have spoken, and frescoes by Ca- 
roto, Martino, and Giolfino; but beyond these, 
you may pass Rooms VII. to XIII. and leave 
the gallery. 


CHAPTER IV. 
OTHER CHURCHES, THE PIAZZA, AND A GARDEN 


AN FERMO, one of the finest brick 
churches in Italy, is built in the Veronese 
fashion of alternate rows of brick and marble. 
Outside is a fine tomb of the regular Verona 
style under a canopy, and attached to the 
side of the church on the left of the entrance. 
It is to the memory of Fracastoro, the chief 
physician to Can Grande, and a man who was 
held in high repute, and who in his own spe- 
cial science was far in advance of his asso- 
ciates. The door by which we enter is the one 
at the left of the church, as the chief central 
door (close to the tomb) is but seldom opened. 
The interior is remarkable, as there are no 
aisles, and the roof, which will not fail to at- 
tract attention, is of great beauty. It is made 
of larch, and finely decorated, producing an 
excellent effect. 
56 
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The chief treasure which the church con- 
tains is unfortunately far from being complete, 
but is in a chapel opening out from the north 
side. It is the tomb erected by Giulio and 
Raimondo delle Torre to the memory of their 
father Girolamo and their brother Antonio. 
The father and son were both of them leading 
physicians at Padua, and taught in the univer- 
sity, and the monument is by Riccio, a Paduan 
architect. It is of marble, and has upon it 
some very grand bronze ornaments, but the 
best of these works were carried off to Paris, 
and still remain in the Louvre, and are re- 
placed on the tomb by copies. What there is, 
however, of the original is of great beauty 
- and refinement, and demands careful attention. 

Having looked at this, let me take you into 
the Chapel of the Sacrament, which is a large 
one on the left, and which contains the master- 
piece by Caroto which I have already men- 
tioned. It is signed and dated 1528, and is 
by far the best work that this very unequal 
artist ever did, and is of glorious rich colour- 
ing. It depicts the Madonna and Child with 
St. Anna, and below are four saints, St. John, 
St. Peter, St. Roch, and St. Sebastian. The 
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pulpit is worth attention, as the canopy is the 
work of an important artist, Barnabö da Mo- 
dena, who liyed and died in Verona, and 
whose tomb is close to his pulpit in the fourth 
chapel on the right, with a recumbent figure 
upon it. He is said to have carved the tomb 
during his lifetime, and placed it in the church 
in the place that had been allotted to him for 
a burial-place. 

There is a fine work by Domenico Morone, 
near the choir, of three saints, and there is a 
work by Torbido, in his pre-Venetian style, 
in the third chapel on the right, but the chief 
sights in this church are the building itself, the 
Caroto, and the splendid tomb. 

Cross again the Ponte Navi, but turn in the 
opposite direction to the picture-gallery, and 
go to the left, along the Via Scrimiari and the 
Via Seminario to the Church of Sta. Maria 
in Organo, and at once ask for the sacristy. 
As we enter it, we shall see a lovely painting 
- by Girolamo dei Libri, a Virgin and Child 
with St. Catherine and St. Stephen, a sunny 
picture full of delightful work. The archi- 
tecture, the leaves, the fruit, the effect of sun- 
light, all render this altar-piece, which has 
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unfortunately been injured by cutting, опе of 
the most charming pictures by Libri to be seen 
in Verona, and if you look well at it you will 
get an idea of his fascination that will help 
you to understand him and appreciate the 
beauty of his work. 

Now turn into the ** Sacristy and here you 
will find the best examples of Francesco Mo- 
rone, and a most charming room. All along 
the wall are half-length figures of Olivetan 
monks in their delightful white habits, recall- 
ing the famous series painted at Monte Oliveto 
by Sodoma, and in the lunettes are portraits 
of the Popes who sprang from that Order. 
The decorative effect of all this is quite lovely, 
but the finest piece is to be seen far up in the 
corner, half-hidden by the cupboard. It is 
a portrait of the clever monk who did the in- 
tarsia work in this church, Fra Giovanni, who 
died in 1520, and who was one of the greatest 
masters of this method of working that Italy 
ever produced. The inlaid work in this sac- 
risty, and also in the choir, is all his doing, and 
very remarkable it is. Go carefully round 
both series of panels and mark them well. You 
will notice how important they are from an- 
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other point of view, as they represent scenes 
in the city that have long since altered, and 
scenes in Rome; and are therefore permanent 
records of matters of fact. When the great 
flood overtook Verona in 1882 these fine pieces 
of woodwork were in the greatest danger, and 
were in fact at one time entirely covered by 
the torrent, but were rescued as very precious 
treasures, and carefully cleaned from the mud 
and water, so we are still able to appreciate 
their beauty. Notice also the crisp carving 
near the intarsia panels, which is also the work 
of the same monk. Do not hurry away from 
these panels, as they are as fine of their kind 
as you will ever see. Among the views you 
will notice the Arena, the Castel San Pietro, 
the various houses of the Order near by and 
at Siena, both interior and exterior views, the 
Porta Borsari, the Castel Vecchio, and the 
streets of Verona, showing even the floods that 
have always been one of the chief troubles 
of the city. 

Having studied all this work to your heart’s 
content, then turn attention to some of the 
other treasures in the church. There is a 
splendid candelabrum in the choir of the 
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monks, carved out of walnut wood by another 
monk, one Fra Giacomo, who spent the spare 
time of his life in doing this splendid work. 
It is well worth attention. In the third chapel 
is another painting, by Francesco Morone, 
representing the Madonna and Child, with St. 
Augustine and St. Martin, signed and dated 
1503, and in the right transept is a good ex- 
ample of the pictures of Guercino of St. Fran- 
cesca Romana, not as unpleasant as that ar- 
tist’s pictures so often are. The choir is 
painted by Farinato, and by Brusasorci; the 
painting by the latter is worth your notice, but 
that of Farinato lacks expression and interest. 
As you leave the church, notice the campanile 
which was erected from the design of the same 
clever monk who did the admirable intarsia 
work inside. | 

Now I want to give you a pleasure of quite 
a different kind. We will leave churches and 
pictures for awhile and see nature. From this 
church go along the Via Giardino, stop at the 
* Palazzo Giusti, and crossing the entrance 
court, ring the bell at the gate for the gar- 
dener. You will at once be admitted into the 
garden, which by the great kindness of the 
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owners the public are allowed to visit, but 
which very few persons see, as the privilege 
is not generally known. You will find before 
you a magnificent avenue of tall cypresses, and 
on either side beds of flowers of glowing col- 
our. Pass up the avenue by the little paddock 
in which are some charming tame deer and 
gazelles, and continue up the ascent until you 
come to a staircase in a sort of summer-house. 
Ascend this and you will find yourself on a 
higher level yet of the garden. Continue to 
ascend and you will eventually reach another 
summer-house, which also you can ascend if 
you like, but if you have done enough climb- 
ing, sit down and rest, and look out over the 
incomparably lovely scene before you. Hardly 
any city is more lovely in its situation than 
Verona, and from this garden you look all 
over the place. You mark the Adige, source 
of life and also source of danger to the Vero- 
nese, winding its way in and out of the city.. 
You see the rear view of San Fermo, stately in 
its deep red brickwork, and you gaze right out 
to where the lovely Campanile of San Zeno 
points toward the sky. You can see the 
Duomo and St. Anastasia and many other of 
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the churches, but you cannot hear a sound. 
Around you are the trees, and above you is a 
glorious blue sky, and, believe me, you are gaz- 
ing upon one of the fairest views that you will 
see in your travels, even finer — because more 
varied and richer in colour — than the view 
over Rome from the Pincian Hill. You are 
welcome to stay as long in these gardens as 
you may please, and if you have brought any 
lunch with you, can eat it as you sit on the high 
terrace close to the wall of the top summer- 
house, and then, with your field-glasses, you 
can sweep the horizon, finding every moment 
some new sight upon which to feast your 
eyes. 

Sit for a moment and think over the sights 
we have seen. We have commenced with 
Roman times, and have seen the Arena, the 
Theatre, and some mosaic pavements; then we 
have moved on to the Gothic times and the 
period of Theodoric, not forgetting that pe- 
riod of Gallienus which is very much later than 
the time of the early Roman buildings; and 
from the Gothic times we have come to the 
eighth and eleventh centuries in San Stefano 
and then to the twelfth in San Zeno. We have 
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noticed Lombard work in the reliefs that we 
have seen in the porches, on the huge font, and 
inside some of the churches; and then we have 
seen the thirteenth-century work in the build- 
ing of St. Anastasia and many of the palaces. 
A little later on we have seen San Fermo, and 
then the series of tombs which grew richer and 
richer as the Renaissance came on; from 
the exquisite simplicity of the plain sarcoph- 
agi came the Gothic refinement of the Castel- 
barco tomb, followed by the florid Can Sig- 
norio tomb. In the fifteenth century, during 
the Venetian domination, we have seen the 
work of Pisanello and his successors, and 
then, as the Renaissance opened, we have seen 
its influence in the successive artists of the Ver- 
onese school, in the workers in intarsia, in the 
architects, leading on up to Sanmicheli; in its 
painters in miniature and in its carvers in 
wood and stone. We have followed the art of 
Verona from the early frescoes in San Zeno 
down to the dry and uninteresting work of 
Farinato, who died in 1606. And now let us 
descend from our elevation and go and spend 
a time in the famous Piazza dell’ Erbe, which, 
more than any other part of Verona, reflects 
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its grandeur, and shows the moving life of the 
city as it now is. 

We leave the garden reluctantly, as it is so 
lovely, and, giving the fair custodian a trifle as 
we go out, pass again into the busy city. If 
we have time, we can visit the Church of San 
Nazaro e Celso close by, and see a lovely work 
by Bonsignori, a rich Montegna, some interest- 
ing works by Farinato, and the earliest fresco- 
work in Italy after the period of the Roman 
catacombs. On our way back to the hotel we 
can look at the Church of St. Thomas of Can- 
terbury, and see the tomb of Sanmicheli, and 
some paintings by Brusasorci, and notice the 
curious frescoes on the houses near by. We 
can see some lovely tombs outside the Church 
of SS. Apostoli, close to the house where Giol- 
fino lived, which is still covered with the re- 
mains of fresco-work (near the Porta Bor- 
sari). In Santa Eufemia we can see another 
superb tomb, fine even in this city of grand 
tombs, and supported on great carved brackets, 
and a very curious early fresco by Stefano da 
Zevio; and we can see two more fine tombs 
in the Church of Santa Maria della Scala, a 
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little church in the Via Scala, with a delightful 
portico. | 

None of these sights are needful to see, al- 
though all are well worth seeing, but the 
** Piazza dell’ Erbe must be seen. I would 
recommend you to go early in the morning, 
when the market is in full swing, as then the 
gaily coloured umbrellas are all up over 
the stalls with which the piazza is filled, and 
the place is much more picturesque than in the 
afternoon, when it is cleared up, and the gos- 
siping old women with their fruit and vege- 
tables and animals are all gone; but whenever 
you see it and at any hour of the day it is 
charming. It was the Forum in Roman times; 
it became the centre of the city in the Scaliger 
period, and from it the laws were promulgated. 
In the time of the Venetian domination it 
again took high place, and from it were the de- 
crees of the great Republic announced; and 
even now all the life of Verona centres around 
this piazza. Notice the fountain in the midst, 
which was originally erected by a Lombard 
king, it is said, in the tenth century, but was 
enlarged, beautified, and furnished with a bet- 
ter supply of water by Can Signorio in 1370. 
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Mark the little open Berlina in the very centre 
where the Scaligeri took the oaths before their 
people, where the laws were promulgated, and 
where sentences were pronounced; and then, 
farther on, see the tall column of red marble 
on which is the lion of St. Mark, the symbol of 
the power of the great Republic. When the 
rule of Venice over Verona ceased, the lion 
was gladly overthrown, but it has since been 
replaced, as now it is only a symbol of a mem- 
ory, and does not stand for the sign of a great 
power. 

All around the piazza are fine buildings. 
On one side is the Casa dei Mercanti with its 
arcade, which was built by Alberto I. in the 
year of his death, and was opposite to his own 
residence. At the end of the piazza is the Pa- 
lazzo Maffei (or Tresa), which has a very cu- 
rious and well-designed circular staircase, 
which you can see if you walk into the court- 
yard, and at the corner is the Palazzo dell Ra- 
gione, now used as a court-house. Turn down 
by this palace along the Via Costa and you will 
be in the next piazza, Piazza dei Signori, look- 
ing once more at the palaces of the Scaligeri, 
now called the Tribunale and the Prefettura, 
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which are on its south side. Opposite to them 
is the Loggia or Old Town Hall, which was 
erected from the designs of another clever 
monk, one Fra Giocondo, and is one of the 
loveliest buildings in Italy, very rich in fine de- 
tail. The effigy of the monk can be seen on the 
left corner pillar. He was an excellent archi- 
tect, and designed many buildings in Verona, 
and even went as far as France, besides work- 
ing in Venice and Rome. His sculptured dec- 
orations are always rich and graceful. You 
will mark the Annunciation in bronze over the 
portal, a good work by Girolamo da Cam- 
pagna, and then up above it you will see the 
statues of the famous men connected with the 
city, Pliny, Catullus, and others. The fine 
tower opposite will attract attention, and the 
splendid staircase leading to it, and close by 
the Scaligeri Palace is a delightful courtyard 
that is worth seeing, and in which there is a 
covered staircase under an arcade of good 
brickwork. 

You will notice that I have said nothing as 
to the tomb of Juliet, and it is because that 
which is now shown as the tomb is a shocking 
fraud, and the original tomb has long since 
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been destroyed. There is not even a house 
that can with any degree of certainty be called 
the residence of either family, whether Mon- 
tague or Capulet, and all that are pointed out 
by officious guides may be taken to have noth- 
ing whatever to do with the family or the 
story. There is plenty to see in Verona with- 
out wasting time, money, and emotion in look- 
ing at frauds, 


Part II. 
Padua 


Part II. Padua 


—— 


CHAPTER I. 
GIOTTO IN PADUA 


HE work of Giotto in the little Arena 

Chapel at one end of the town, and the 
cult of St. Anthony of Padua in the great 
Church of Il Santo at the other end form the 
chief attractions to this little city, and render it 
so interesting to the art student, the ecclesiolo- 
gist, the architect, and the antiquary. They 
overshadow all other attractions in the place, 
but they do not complete the list of all that is 
noteworthy in Padua, and this we shall soon 
ascertain for ourselves as we move about its 
quaint and curious streets. 

It is strange that, although the city bears 
the name of Padova la Dotta and is of the 
greatest antiquity, yet of its earlier history we 
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can scarcely find any trace remaining, and we 
have from existing remains to begin our inves- 
tigations, not with the Roman period of its life, 
but with the thirteenth and fourteenth centu- 
ries. Its origin is attributed by Virgil to An- 
tenor, mythical king of Troy and brother of 
Priam, and you may perhaps be recommended 
by some guide to go and see what is termed 
the tomb of this gentleman; but as it is very 
doubtful as to whether he had an existence at 
all, and the tomb that bears his name is quite 
as late in date as the ninth or tenth century, I 
do not recommend you to visit it. 

There is no doubt that Padua in the time of 
the early Cæsars was a most important and a 
very wealthy place, but its wealth excited the 
cupidity of its enemies, and it was repeatediy 
attacked and overthrown by the Goths and 
other barbarians. To their destructive power 
we owe it that Padua contains no monuments 
of its Roman age that are of importance. You 
will find some few things in the museum when 
we reach it, but there is nothing of supreme 
importance such as we have seen in Milan or 
Verona. In the twelfth and thirteenth centu- 
ries, however, it took a position that we can ap- 
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preciate by many evidences, but although in 
the strictest chronological order we ought to 
begin our work in Padua by the Palazzo della 
Ragione, which is the chief of its buildings and 
was begun in the twelfth century, yet so all- 
important in the history of the place are the 
frescoes in the Arena Chapel, and so closely 
are they connected with the history of this Pa- 
lazzo della Ragione, that I suggest we com- 
mence with them, and on leaving our hotel 
turn to the left and find this little shrine of the 
art of Giotto. 

The Chapel of the Madonna dell’ Arena 
stands close to the Church of the Eremitani 
near to the centre of the city, and within three 
minutes’ walk of either of the chief hotels. It 
is situate in an oval garden, which still pre- 
serves the outlines and site of the ancient 
Roman arena, and it was erected in 1303. 
There was, in all probability, an earlier church 
than this one upon the site, and Ruskin tells us 
that the place had been used for mystery plays 
connected with the festival of the Annuncia- 
tion before this church was erected. 

Its founder was one Enrico Scrovegno, the 
wealthy son of an avaricious father, Rinaldo, 
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whose evil life and cruel usury caused him to 
be selected by Dante for mention in the “ In- 
ferno,” in the seventh circle of which he placed 
him. Rinaldo was clearly a man of very bad 
character, and Dante speaks of him in lan- 
guage of withering scorn; but his son, prob- 
ably desiring to efface the memory of his 
father’s unhappy life and also to atone for his 
sins, erected close to the fortress which he had 
built in the Arena garden this charming little 
chapel, and sent for Giotto to decorate it for 
him. It is said that he was assisted in his en- 
terprise by a religious Order called the Cava- 
liers of Mary, of which Order he is supposed 
to have been a member, and which was estab- 
lished to protect the dignity of the Virgin 
against the attacks of heretics. In all proba- 
bility, as Lord Lindsay was the first to suggest, 
the chapel was built for the use of this Order, 
and in it were its ceremonies conducted, and 
hence the reason for the subjects that Giotto 
was given for his series of frescoes. Giotto 
came in to decorate the chapel in 1306, but 
whence he came or how Scrovegno knew of 
his work, we cannot tell. 

I must not in this place go into a lengthy 
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statement as to the history of this great master 
who revolutionized art; but a few words will 
not be out of place on the change which he 
wrought. Ruskin, whom it is quite impossible 
to overlook when Giotto is to be considered, 
and to whom every student of art is deeply in- 
debted for his able studies of this place and its 
frescoes, states that the three innovations of 
Giotto consisted in “ the introduction (A) of 
gayer or lighter colours; (B) of broader 
masses; and (C) of more careful imitation of 
nature than existed in the works of his prede- 
cessors.” 

As to the first, he draws attention to the 
depth of the colours in the Byzantine paintings, 
in mosaics, and in manuscripts, and the con- 
trast that Giotto’s work affords to all of them. 
As to the second, he notes how the broad 
masses of colour in the draperies of Giotto’s 
work contrast with the minute, almost nig- 
gling style of those who preceded him; and as 
to the third point, the study of nature, which 
is “the great strength of Giotto,” he states 
that he introduced the “ gestures of living 
men, the incidents of every-day life, and the 
portraits of living persons,” which he was the 
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first to use in fresco work. The comparison 
which Ruskin makes in more than one place 
in his writings between the Pre-Raphaelite 
movement in England and the movement in- 
itiated by Giotto is an important and inspiring . 
one, and helps us to understand both the oppo- 
sition which the innovators received in each 
case, and the wide-spread influence which 
flowed from their determined efforts. The 
work of a man like Giotto must always be in- 
teresting to the world. He was one of its 
greatest men, one of its chiefest masters; “ not 
only,” as Ruskin states, “ ап accomplished ar- 
tist, but the undisputed interpreter of religious 
truth by means of painting over the whole of 
Italy.” Amongst other qualities that we ought 
to notice in these frescoes are the following: 

Giotto never painted any other than relig- 
ious subjects, and we shall find nothing pro- 
fane or even connected with heathen mythol- 
ogy in his works. 

He painted with a broad free hand and with- 
out any of the delicacy of finish that distin- 
guished those who followed him, such as Fra 
Angelico, Benozzo Gozzoli, or even Altichieri. 

He tells his story very simply, with as little 
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in the picture as is needed to explain the mean- 
ing, and with no recondite symbolism or elab- 
orate imagery. His scenes can be easily read 
and interpreted, and his symbols are simple 
and easy to be understood. 

His colouring is bold, grand, and impress- 
ive, albeit light in tone, and, again to quote 
Ruskin, “ he has a truly medizval love of di- 
viding his picture into quaint segments of al- 
ternating colour.” 

Finally, his works have no elaboration of 
shadow, but are direct and true. They never 
contain any pictorial accessories which do not 
necessarily belong to the telling of the story, 
but go straight to the point, and having told 
what is desired, leave the illustration at that 
point and do not elaborate it for the sake of 
effect. 

You will be struck on entering by the 
extreme plainness of the building. It is a 
simple oblong, with six tall windows on one 
side and a plain wall on the other, and Giotto’s 
decoration covers both walls and roof. The 
subject of the whole of the coloured panels 
is the life of Our Lord and the life of the Ma- 
donna, while below, in chiaroscuro, are the 
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Virtues and their antagonistic Vices. At the 
west end is the Last Judgment, and on the 
eastern wall is a Christ in Glory. The choir 
is not by Giotto, but by one of his pupils or 
followers, very probably by Taddeo Gaddi. 
The chapel still belongs to the descendants 
of the family of its founder, and a custodian 
is placed in charge, who dwells in the house 
in the garden, and who is a well-informed man, 
and has useful catalogues to lend to visitors. 

The series of subjects is as follows, the no- 
table ones being marked with an asterisk (*): 

I. The Rejection of the Offering of Joachim 
because he had no children. | 

2. Joachim Retires to his Sheepfolds. 

* 3. The Appearance of the Angel to Anna. 
A delightfully simple naive scene in which the 
humility of Anna is clearly shown. 

4. The Sacrifice of Joachim. Notice that 
the sacrifice is actually being burned, and the 
white skeleton entire, “not a bone broken,” 
is on the altar, — also that the hand in the sky 
personifies the Creator. | 

5. The Appearance of the Two Archangels 
to Joachim, to tell him that his great desire 
would be accomplished. 
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* 6. The Meeting of Joachim and Anna at 
the gate. This is a very charming, sweet pic- 
ture, full of tenderness. 

7. The Birth of the Madonna. 

8. The Presentation of the Madonna. No- 
tice, as Lord Lindsay points out, that the Ma- 
donna is not a child, but “a dwarf woman,” 
as the painting of childhood was one of the 
later achievements of art, and in Giotto’s time 
was not possible. 

9. The bringing of their rods to the High 
Priest by the marriageable men. Mark the 
skilful way in which the face of the priest is 
painted. 

10. The Watching of the Rods before the 
Altar. 

* 11. The Betrothal of the Virgin. This 
scene, which was to be the prototype for so 
much that is beautiful in Italian art, deserves 
careful attention, as in a small space and with 
few figures, Giotto has succeeded in giving a 
solemnity and seriousness to the scene which is 
very marked. The anxiety of Joseph, the 
timidity of the Virgin, the disappointment of 
other suitors, and the astonishment of one of 
them are all very noteworthy. 
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ж r2. The Return of the Madonna to her 
Home. Mark the slow, solemn swing of the 
procession as it steadily moves along. 

13 and 14. The Annunciation. These two 
panels are separated one from the other by 
the archway as was so often the custom. 
The angel is marked by great dignity and 
serenity; the Madonna is quiet, calm, and 
humbly kneels to receive the mystic mes- 
sage. | ; 

We now commence the lower tier of panels, 
having commenced at the altar and come round 
to it again. | | 

* 15. The Salutation of Mary and Eliza- 
beth. A homely scene, so natural, so true to 
life, so tender, that words are not needed to 
express its beauties. 

* 16. The Nativity, and the Appearance to 
the Shepherds. Mark how the Madonna is 
herself attending to her first-born babe, and 
notice the delight of the angels and their move- 
ments. 

17. The Offering of the Magi. The camels 
are comical, but no doubt the best attempt 
that Giotto could make of a beast that he had | 
never seen; but the kingly dignity that he 
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gives to the whole scene is remarkable. Rus- 
kin points out that an angel stands to receive 
the gifts which the king himself would just 
touch in token of acceptance, and then pass on 
to his attendant. 

18. The Presentation in the Temple. No- 
tice how curiously the Child is struggling to 
leave the arms of the old man and return to 
His mother, — so perfectly natural, and so 
true to life. See also the angel coming to give 
the message to Simeon, and mark the scroll 
carried by Anna which bears the words on it: 
“ Quoniam іп isto егі redemptio seculi " 
(Since in Him shall be the redemption of the 
race). 

I9. The Flight into Egypt. The effect of 
night is well conveyed by the dense black of 
some of the draperies, and by the unusual ar- 
rangement of the lights. 

20. The Massacre of the Innocents. An 
unsatisfactory panel. 

21. Christ in the Temple. Too much in- 
jured to be properly seen. 

22. The Baptism of Our Lord. Both Peru- 
gino and Francia seem to have adopted in their 
treatment of this subject the idea set in this 
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panel by Giotto. In this, more than in any 
other scene, is the influence of the old mosai- 
cists of Ravenna to be seen. It is more purely 
Byzantine than any other of the panels. 

23. The marriage at Cana in Galilee. 

* 24. The Raising of Lazarus. This is one 
of the finest scenes in the series, the astonish- 
ment and almost repugnance of the bystanders, 
the fright of others, and the pallid whiteness 
of Lazarus, who so evidently is only just re- 
turning to life, are so well represented. 

25. Our Lord Riding into Jerusalem. 

26. The Expulsion of the Traders from the 
Temple. 

27. Judas receiving the Money from the 
High Priest. Mark the demon behind the 
traitor. 

Now we commence the third tier. 

28. The Last Supper. This is quite a dif- 
ferent scene from those which were painted 
later on by Italian artists. There is here no 
sign of excitement or anxiety, and the mo- 
ment has evidently not yet arrived when the 
tragic words have been spoken. Giotto has 
just represented here a quiet party of friends 
saddened by the thought that their Head is 
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about to leave them, and engaged in serious 
conversation. 

* 29. The Washing of the Feet of the Apos- 
tles. Notice that this takes place in the same 
room as the foregoing scene, and that the 
Twelve Disciples are present as, according to 
Giotto’s idea, Judas had not yet left. 

30. The Kiss of Judas. Mark how Giotto 
has represented the traitor, not as a foully 
wicked man, but as a fat, stupid fool. 

31. Christ before Caiaphas. 

32. The Scourging of Our Lord. The pa- 
tience of Our Lord under suffering appears to 
be the chief thought in the artist’s mind. 

* 33. Christ Bearing His Cross. A won- 
derful fresco, in which the central figure 
stands out sublimely from all those around it. 
Mark the taunts of the men who stand near, 
and also the way in which the women are 
roughly held back from approaching too close. 

* 34. The Crucifixion. The figure of the 
Magdalen at the foot of the cross appears in 
almost every Italian representation of this 
great scene. Mark also the hand of the cen- 
turion pointing up at the cross. 

* 35. The Deposition from the Cross. A 
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wonderful scene of sorrow, one of Giotto’s 
most touching and pathetic representations. 
Every figure in this picture is worth attention. 

ж 36. The Resurrection. A very lovely 
fresco. The angel is beautiful. The Christ is 
full of dignity, and the Noli me tangere is 
well expressed by His action. Mark also how 
thoroughly asleep the soldiers are, and how 
natural are their attitudes. 

37. The Ascension. Notice how, as Ruskin 
points out, Giotto has shown the entire figure 
ascending up to heaven, and not a part only, 
and also note how the curved lines, both of the 
figure and of the two groups of angels, give 
the appearance of slow, swinging, upward 
movement that is so desirable in such a scene. 

38. The Descent of the Holy Ghost. 

Having gone round the entire series very 
carefully and without hurry, let me beg you 
to return again to the altar, and begin on the 
left to examine with equal care the symbolical 
paintings that adorn the lowest tier of the 
walls. There is no doubt that in some of the 
coloured frescoes Giotto had the assistance of 
his pupils, although the idea in every case is 
entirely his own, and probably the greater part 
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of the execution; but it is a tradition in the 
chapel that whatever he may have received in 
. the way of help as to these works, he did the 
symbolical. paintings entirely himself, receiv- 
ing no aid from any one. They are arranged 
in pairs, each pair being a Virtue and a Vice 
contrasting one with the other, on opposite 
walls, and therefore it is desirable that you 
should move from one side of the chapel to 
the other in your examination of them, in 
order to fully understand their teaching. The 
Virtues look toward the Christ in Glory, but 
the Vices in the opposite direction, towards the 
Last Judgment. 

т. Prudence. Janus-headed, gazing at a 
convex mirror, and holding a pair of com- 
passes. 

IA. Folly represented in the dress of а 
fool. 

2. Fortitude. A resolute figure, clad in 
armour and wearing the skin of a lion, wait- 
ing behind her shield, on which is a lion and 
the broken heads of spears, and armed with a 
weapon with which, when called upon to use, 
she is prepared to defend herself. 

2А. Inconstancy. A girl trying to balance 
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herself upon a whirling ball and falling in the 
attempt. 

3. Temperance. Mark the bit in her mouth 
and the care with which she is binding the 
sword which she holds into its scabbard that 
it shall not be readily withdrawn. 

3a. Anger. A furious woman tearing open 
her clothes and doing herself bodily harm. 

4. Justice. This and its opposite Vice are 
much more elaborately symbolical than those 
which precede them. Justice is seated upon 
her throne holding the scales one in each hand. 
In one is represented an angel crowning the 
good; in the other an executioner slaying the 
criminal with a sword. Below her feet is a 
panel in which various persons are going about 
their business in a happy, prosperous manner, 
proving the security of good government. 

4A. Injustice. Here is a giant sitting at the 
door of his castle, but the path up to him is 
overgrown with thorns and briars. His coun- 
tenance is of a forbidding character, his fin- 
gers are terminated with claws, and he holds 
a hook in one hand and a sword in the other. 
Below, in the predella panel, can be seen mur- 
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ders and assaults, the miseries of a weak and 
cruel government. 

5. Faith. She grasps the cross in one hand, 
and in the other holds a scroll on which are 
the words of the Apostles’ Creed. At her feet 
she tramples upon the various objects con- 
nected with astrological lore. 

5A. Unbelief. A man who turns his back 
upon the message from heaven which the Al- 
mighty Father holds out to him, but moves 
to the flames of fire, turning his gaze towards 
an image of Idolatry which is tied round his 
neck and to which he is bound. His eyes are 
overshadowed by the broad brim of his hel- 
met so “that he shall not see.” 

6. Love. She receives gifts from Heaven 
and gives them out to others. Her face is full 
of joy, and she stands upon the treasures of 
the earth. | 

6a. Envy. Ап old woman standing in 
flames; her fingers are those of a wolf, and 
she has the ears also of that terrible beast. A 
serpent comes out of her mouth, and turns to 
bite her face; she attempts to grasp it, and fails, 
and her face bears a most malignant look. 

7. Hope. She rises, stretching out towards 


90 Cities of Northern Italy 


the crown which the angel is bringing to her, 
and her feet leave the ground as she rises up 
from the earth to “ things above.” 

7А. Despair. A woman who has hanged 
herself at the instigation of the foul spirit who 
has come for her soul. | 

There yet remain for examination the Christ 
in Glory over the arch of the altar, and the 
Last Judgment on the west wall. The former 
is not in good condition, and it is hardly pos- 
sible to make out whether it is intended for 
a representation of the Christ or of the Al- 
mighty Father, but it is believed to be the 
Christ. All around are throngs of adoring 
angels, 

The Last Judgment derives its special inter- 
est from the little group in the centre, quite 
unconnected with the general character of the 
work, in which Enrico Scrovegno is seen ac- 
companied by a monk, perhaps the one in 
whose custody the chapel was first placed and 
who was to officiate at its altar, presenting 
his chapel to three angels or archangels, who 
. are receiving it at his hands and addressing 
him. 

We have now seen all that is Giotto's work 
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in this chapel, апа a few more words as to its 
value may not be out of place. It must not 
be supposed that these frescoes are beautiful 
in the ordinary sense of the word. It will 
yet be found on careful examination that they 
are most beautiful, and herein is, of course, the 
paradox. The drawing is quaint and inac- 
curate, the figures are wooden, and some of 
them almost lifeless. The buildings are ab- 
surd, and are supported upon long attenuated 
columns that would not hold the buildings in 
their position and would fall by reason of their 
very length and weakness. The animals are 
quite ridiculous. Many of the persons de- 
picted are too long, too thin, and have no pro- 
portion and no proper form. The colouring 
is in places weak, the grouping is poor, the 
scenes at times almost laughable in their quaint 
conceit — and yet these frescoes are among the 
world’s greatest treasures. They have been vis- 
ited with eager desire and studied with pro- 
found attention by all the great artists of the 
world; have received the closest attention from 
students; and are reckoned as chief amongst 
the works of the earliest Renaissance. What is 
the reason for all this attractive force? Why 
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are these frescoes so important to the student? 
I hope that having examined them, some part 
of the answer to this question will be found 
in your own mind. 

It is not only because in Giotto we have the 
very beginning of the art of painting; that in 
him we see the precursor, the innovator, the 
original genius, and that in his work we see 
the origin of that vast Renaissance movement 
that was to spread all over Italy and produce 
so many wonderful paintings, buildings, and 
sculpture, although that aspect of his work is 
an interesting one; but it was because in his 
frescoes we have the work of a man of pro- 
found reverence, of absolute truth, and of con- 
summate knowledge. From the stiff formal- 
ism that had clothed the art of painting in 
rigid lines Giotto broke forth. He represented 
things as he saw them, to the best of his abil- 
ity, with the best of his knowledge, and in a 
simple, direct manner. 

He was all the time profoundly reverent as 
to the character of the scenes he was painting, 
but he never forgot the claims of his art, and 
with that marvellous insight that he possessed, 
he seized hold instinctively of the essential 
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in drawing, and left alone the purely acces- 
sory. 

His work is straight to the point, clear and 
incisive as the note of a bell, firm and definite, 
so that it can almost be felt and taken hold 
of; telling its story in so distinct a manner 
that its meaning never can be missed; signifi- 
cant, earnest, and intense, and therefore by its 
very convincing truth, appealing at once to the 
mind of the man who studies it. It conveys 
to him the knowledge that here is the mes- 
sage of an artist who has a gospel to proclaim, 
and who has the power to demand attention 
at once and create an emotion suitable to what 
he has to say. 

There is nothing in these frescoes that is not 
needed, there is no line without its purpose, 
nothing in the way of wasted energy. As the 
Castelbarco monument at Verona was so plain, 
so severe in its lines, and yet when investi- 
gated was found to be so complete in all its 
details and so perfect in the way in which it 
illustrated its own erection and stability, so, 
in the same way, are these frescoes complete 
as works of art, although the work of a man 
who knew but little about drawing or per- 
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spective. Giotto was but at the beginning of 
the long road of painting. He had never seen 
such creatures as he introduced into his fres- 
coes, but yet he presented his message with 
that absolute truth which makes it convincing, 
and which proves an insight into life and a 
knowledge of human nature marking him out 
from his fellow men. 

Gaze on these silent walls, eloquent with all 
the story painted upon them seven hundred 
years ago, which has remained to teach the 
greatest men of each successive century, and 
realize how noble a man was the happy, bright, 
popular Giotto who laboured here in this little 
room, doing his best for the prince who had 
commissioned his work, putting his whole 
heart into the labour, and working for untold 
generations to admire and to love that ex- 
pression of his genius with which he clothed 
the bare walls. 

The decoration of the chapel is, besides all 
this, a work of the greatest charm in its gen- 
eral effect. The beauty of each panel has not 
been sacrificed to the effect of the whole, the 
corelation of panel with panel and colour with 
colour has never been forgotten; and to throw 
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up the works in colour to greater effect, the 
architectural character of the lowest tier, with 
its marble-like pilasters and its gray symbolic 
scenes so bold and strong, was specially pre- 
pared that the entire decoration might be 
welded together. 

Above is the deep blue sky, represented 
dotted with numberless stars, from which the 
prophets gaze forth. 

The whole thing is complete; nothing has 
been forgotten, and there is no room in Italy 
or in Europe that is so worthy of attention as 
this little Chapel of the Arena, nor any which 
has excited the eloquence of the greatest of 
the writers and speakers of the world, and 
with so much reason for all their eloquence. - 

Beauty alone, to return to my first paradox, 
is not the emotion that is produced by a burst 
of colour, or the contemplation of an abso- 
lutely perfect work of art. It is produced by 
“a multiplicity of symmetrical parts uniting 
in a consistent whole.” As a great writer has 
said, it is “ multitude in unity;” it is the re- 
sult of the qualities of truth and reverence, 
and that which is untrue or irreverent can 
never be truly beautiful; therefore while per- 
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fection is not to be looked for in the Arena 
Chapel, truth and reverence are to be so strik- 
ingly found, that beauty follows as a needful 
consequence. | 

Let us now go into the choir, which is 
painted with the history of the Virgin, as is 
the larger chapel; but the scenes in which the 
story is told are far inferior in interest to those 
of Giotto, are deeper in colour, and are not 
marked by the same earnestness that distin- 
guishes the master’s work. Behind the altar 
is the tomb of the founder, who died in exile 
in Venice in 1320, but whose body was 
brought to Padua and buried in the chapel 
which he had erected. 

Turn to the left and you will find yourself 
in the sacristy, and there you will see a statue 
of the same man standing under a Gothic 
niche with hands clasped and eyes raised, and 
dressed, not as a prince, but in the ordinary 
costume of the day. The inscription reads: 
* Propria figura Dominici Henrici Scrovegni 
militis de l'Arena." 


CHAPTER II. 
AFTER GIOTTO, AND THE WORK OF DONATELLO 


WO minutes’ walk from this little Chapel 

of the Arena will take us to the Church 

of the Eremitani, which is an Augustinian 

church of the thirteenth century. In its great, 

simple nave, large in extent for preaching, you 

will find some interesting tombs that are worth 

attention. At the west end on the left is that 

of Jacopo Carrara, fifth sovereign lord of 

Padua, and on the right, his father, Ubertino, 
fourth lord. 

These two tombs are practically all that is 
left of one of the greatest families of Padua, 
which provided for the city nine successive 
supreme rulers. As we stand before their 
tombs, it may be well to энен review the 
history of the city. | 

I have already told you of the story of its 
origin, which can be dismissed as a myth, but 
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we may start our survey from, say 450. At 
that time Padua was ruled by the Huns under 
the famous Attila. Then it fell under the rule 
of the Goths Odoacer and Theodoric, but was 
captured by the Greeks in 540. 

A: little later on the Goths, under Totila, 
took the place, but a second time it went back 
to the Byzantine Empire, being captured by 
Narses in 568. Then later on it became a 
Lombard city, rising in revolt against its Lom- 
bard king, Agilulph, and was recaptured by 
him, when it was severely damaged by fire and 
siege. After the Lombards came the Franks, 
and then in the eleventh century the city was, 
to a certain extent, independent, and ruling 
itself by a general council. Out of that grew 
as usual the competition of certain families for 
supreme control, the jealousy of other families, 
and the gradually increasing power of those 
who were able to accumulate wealth and in- 
fluence, and the internecine warfare that al- 
ways grew out of such competition. In about 
1175 one of these families had come to the 
chief position, and the first podesta of the city 
was one of the great D’Este family. The rule 
of the podesta was but for a short time, and 


Padua 99 


then Padua was united to the empire, and 
Ezzolino da Romano, of whom we have before 
heard, ruled the place as vicar for the em- 
peror, and practised his vilest cruelties in it. 
He died in 1259, to the great satisfaction of 
the inhabitants, and then began another short 
period of independence and prosperity. At 
this time the city flourished and its power in 
arms also increased, and Vicenza became a de- 
pendence of Padua. Then its wealth and posi- 
tion attracted the attention of Can Grande I., 
ruler of Verona, and Padua was captured by 
him and became a dependence of Verona. 
This only lasted till 1318, and then the bra- 
very of the Paduans, who were led by the patri- 
otic Jacopo da Carrara, freed the city from 
the yoke of Verona. Now commenced the 
Carrara period, as, in return for his skill and 
prowess, the citizens of Padua elected Jacopo 
to the post of lord of the city. From 1318 
till 1405 — with the exception of two inter- 
vening years, 1388 and 1389, when Gian 
Galeazzo Visconti held the place—the Car- 
rara family gave lords to Padua; but they have 
not left the signs of their rule, as did the fam- 
ily of the Scaligeri in the neighbouring city 
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of Verona. The Carrara were a warlike race, 
constantly struggling to increase their bounda- 
ries and to capture the neighbouring cities, 
- and there was great jealousy between them and 
the rulers of Verona and Vicenza. They were 
not an artistic family and they did not greatly 
beautify Padua, but they did give considerable 
assistance to learning, and the university flour- 
ished during their reign. There was also con- 
stant conflict between Padua and her great 
and powerful neighbour, the Republic of Ven- 
ice. Unceasing warfare went on between these 
two rivals, Venice coveting the rule over pros- 
perous Padua, and the Paduans fighting for 
their freedom. In 1405 the great Republic 
was the conqueror, and Francesco Carrara and 
his two sons were taken prisoners and were 
brought to Venice during the Dogedom of 
Michele Steno. In 1406, to the great disgrace 
of the Republic, the last rulers of Padua, in- 
dependent sovereigns although they were, suf- 
fered death in the prisons of the Council of 
Ten by the orders of the dreaded Council of 
Three, and then Padua became an appanage 
of Venice and continued in that position till 
the fall of the Republic in 1797. It was ruled 
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by Venetian nobles, a podesta, and a captain, 
and possessed a modified power of self-control 
with regard to internal affairs. It flourished 
more during this period than it had done under 
the Carrara family, as Venetian rule was fair 
although hard, and the Paduans became satis- 
fied and happy under the fatherly regulations 
of the Republic. 

We can gain an idea of the features of the 
Carrara rulers as we look at these tombs, as 
the faces are full of expressions of pride, and 
the monuments, each under its magnificent 
canopy, are impressive memorials of a great 
and powerful race. 

There are other notable monuments in this 
church, especially a fine one on the left by 
Ammonati, erected in 1583 by orders of a 
professor of law, Benavides, who, not willing 
to leave to his successors the task of erecting 
his monument, had it put up during his life- 
time. In the sacristy there is also an impor- 
tant monument to the painter, Paulus de Ve- 
netiis, 1429, in which the master is represented 
lecturing to his pupils, who are as old as him- 
self, but only about a fourth of his size! The 
chief sight, however, in this church is not a 
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tomb, but is to be seen in the second chapel to 
the right of the choir. Here are to be found 
some important frescoes by Mantegna, done 
when he was quite a young man. 

We have already heard when in Milan of 
the founder of the Paduan school, Squarcione, 
and here in the Pinacoteca we shall see the 
only picture which is quite certainly by his 
hand. We have considered his influence and 
the powerful classical bend of his mind, and 
have seen how he gathered around him a 
school of younger men originating the Paduan 
school of artists. | 

Here is the work of his chief pupil, done 
doubtless during his pupilage, but revealing 
how great a genius he was to become. The 
love of classical art which was the passion 
of the master had descended to the scholar, 
but what a vast improvement is here to be seen 
over the rough, hard, stiff, angular work of 
Squarcione. The statuesque character which 
was derived from the study of the antique is 
also fully revealed, and the love of fine detail, 
which was a part of the art of Mantegna, but 
which he never allowed to overpower the bold 
effect of his conceptions. Mark the true per- 
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spective, the power, dignity, and, as a modern 
writer has well said, “ the almost monumental 
grandeur of the single figures, and of the whole 
composition,” and see how far in one short 
life the school has progressed from the very 
elemental work that characterized Squarcione. 

In considering the Paduan school, of which 
such good examples are before us, we must 
not overlook the fact that there were earlier 
men painting in Padua than the Squarci- 
onesques. When in a few minutes we reach 
the great Church of St. Anthony, we can see 
the best work of two men already mentioned, 
Altichieri and D’Avanzi. 

But besides these two there were others, no- 
tably Giusto da Padua and Guariento, who 
worked in the early fourteenth century; and 
ere we leave this church, in order to have an 
idea as to the beginning of Paduan art, we 
will step into the choir and see the work of 
Guariento. The frescoes are quaintly sym- 
bolical and allegorical, and then above these 
curious astrological pictures are others repre- 
senting scenes from the life of St. Augustine. 
None of them are really beautiful, but they are 
rather quaint and odd, possessing their chief | 


104 Cities of Northern Italy 


interest from the fact that they represent the 
beginnings of Paduan art before the classical 
element had come to take possession of it. 

We will now leave this church and go to 
the middle of the city to see the Palazzo della 
Ragione, which I mentioned at the beginning 
of Chapter I. 

This building, which is known to the Pad- 
uans as ** J] Salone, stands close to the uni- 
versity, and between the two piazze in which 
vegetables and fruit are sold. It was origi- 
nally erected in the twelfth century, but has 
been repeatedly injured by fire. It forms one 
entire side of the Piazza dell’ Erbe, stands 
completely upon open arches, and has a loggia 
around it. The great thing to see is the enor- 
mous hall up-stairs, and to reach it you go into 
the Via del Municipio and find an iron gate, 
at which is a porter who will gladly take you 
up many stairs into this enormous hall, which 
is said to be the largest in the world unsup- 
ported by pillars or arches. It is the work of 
Fra Giovanni, a friar who had been in India, 
and had there seen the roof of a huge palace 
which pleased him, and of which he made 
a careful design. The Paduans, desiring to 
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erect some great work that should surpass any- 
thing done by their neighbours, commissioned 
him to roof their hall, which up to that time 
had consisted of three separate rooms with 
one gigantic roof, and the friar well accom- 
plished his task. The room, which is hardly 
ever entered now save by visitors, contains the 
famous model made by Donatello for his 
equestrian statue which we shall see close to 
П Santo, and the presence of this wooden 
model enables us to form a better idea of the 
size and proportions of the place than could 
otherwise have been possible. The walls were 
originally decorated by Giotto, but all his work 
perished in a fire which took place in 1410, 
and the present frescoes date from immediately 
after that fire, when the walls were restored 
and redecorated by the local artists of the time 
under the influence of the work of Giotto. 
The frescoes are very curious and show 
how fond the Paduans have always been of 
astrology, a science which the influence of 
their important university no doubt helped to 
popularize. Here in these frescoes the astron- 
omy of the day, which was in effect astrology, 
is well illustrated, and in combination with the 
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stories of Holy Writ and the allegorical repre- 
sentations of the Elements, the Virtues, the 
Vices, and the Temperaments, are depicted all 
round the room in a certain strange confusion, 
the problems in astronomy being so arranged 
in position that successive seasons should illu- 
minate them through the windows that are in 
the walls. At the entrance are two Egyptian 
statues that Belzoni, the celebrated discoverer, 
presented to his native town, and at the other 
end, towering up to the roof, is the gigantic 
model of the horse that Donatello prepared 
for his equestrian statue, and which is here 
carefully preserved. In some ways it is even 
finer than the statue of Gatta Melata which we 
are on our way to see, and by its very rugged 
grandeur and its strong sense of movement, 
power, and strength forms a most impressive 
object. We can inspect it at close quarters in 
this hall, and then in a few moments see high 
up above us near the church the statue itself, 
and be able to appreciate it from the position 
it was intended to occupy. The hall is alto- 
gether an imposing apartment, and is of such 
antiquity and such proportions that it is well 
worth the trouble of seeing. 
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Now we will move towards the other end of - 
Padua to see the remarkable church of ** II 
Santo, as strange a conglomeration of Oriental 
and Byzantine and pointed architecture as 
Europe can produce. 

To the right of the west front stands the 
жж bronze statue of Erasmo da Narni, called 
Gatta Melata, and one of the two supreme 
equestrian statues of the world, the other, of 
course, being the Colleone one at Venice, the 
work of Verrocchio. It is exceedingly fine, an 
incomparably magnificent work; both horse 
and horseman are admirably adapted one to 
the other. It is, as Hope Rea has said, “a 
magnificent presentation of a sagacious war- 
rior, cool, determined, commanding, and is 
filled with that subtle suggestion of individual 
character which it is Donatello’s special tri- 
umph to achieve.” 

The action of the horse is that of ambling, 
both feet on the same side moving together, 
and this action, as the same author points out, 
it has in common with the bronze horses of 
St. Mark’s, and also with the horses on the 
frieze of the Parthenon. This was the cere- 
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monial pace, specially fitted for serious occa- 
sions. 

It was the first time in the Renaissance that 
such -a statue was produced, and Donatello 
had nothing but the evidence of classic work 
and his own supreme powers to enable him to 
conquer all the difficulties that beset so great 
a problem. He began it in 1446 after com- 
pleting the decorations of the altar of the 
church, and he completed it in 1453, having 
successfully studied the anatomy of the horse, 
conquered the difficulties of modelling so large 
and so imposing an object which was to be 
seen at a great height, and arranged for the 
casting of a huge mass of metal greater than | 
had ever been used before. 

According to tradition the church was the 
work of Niccolo da Pisa, who in the thirteenth 
century was called in by the Paduans to erect 
as fine a church to the memory of their great 
saint and to enclose his remains as could be 
built; but it is more than doubtful whether the 
great Pisan architect had anything to do with 
the building. As already stated, it is a strange 
mixture of ‘styles, but has been built by some 
one who had an intimate acquaintance with 
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St. Mark’s and who desired to give to his crea- 
tion some unusual outré features that should 
recall that cathedral and yet give this church 
characteristics of its own. The eight cupolas 
do this most effectualty, and the effect of the 
mingling of styles is not without its charm. 

Near to the west front against the wall 
stands the tomb of Rolando Piazzola, a strenu- 
ous opponent of the Emperor Henry VII., 
when he strove to acquire the rights of the 
city and add it by force to the Holy Roman 
Empire. It is under a Gothic canopy of de- 
lightful simplicity. | 

Inside it is a very imposing edifice, and al- 
ways crowded with people, who throng its 
many altar, especially the one dedicated to 
Il Santo where his body rests. 

** The high altar was reconstructed in 
1896 by Signor Camillo Boito, the then archi- 
tect of the restoration, as a previous genera- 
tion had removed it from its original position, 
taken it to pieces, and placed the reliefs that 
were made for it in different places. They 
are now all brought into their proper positions. 

The angels playing on musical instruments 
form the front of the altar; above these are 
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two reliefs of the miracles of the saint, two 
symbols of the evangelists, and à Pietà; and 
then again, higher up, are seven life-sized fig- 
ures of saints, and in the midst a grand rugged 
crucifix. At the back of the altar are the two 
other reliefs of the miracles, two more sym- 
bols of the evangelists, and in the centre a 
large Entombment in terra-cotta which is in 
striking contrast to all the bronze and to the 
fine yellow marble in which the bronze panels 
are set. Perhaps the greatest works of all are 
the reliefs of the symbols of the evangelists, 
which are of remarkable beauty, splendidly 
drawn, especially the Ox and the Lion, full 
of decorative value, and of direct force and 
power. 

The children who are in the twelve panels 
along the front of the altar are very important, 
and should all be studied. One of them is of 
that strange, half-childish, and half-mythical 
being that is special to Donatello, and had been 
conceived by him originally for the pulpit 
which he executed at Prato, but the others are 
simply delightful child angels playing on in- 
struments, and created in masterly relief with 
great expression and charm. 
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Of the statues the St. Francis is by far the 
finest, a strong, vigorous, rugged figure, 
thoughtful, and not without a tenderness and 
sympathy of expression suitable to a repre- 
sentation of so loving a saint. The four re- 
liefs depict celebrated scenes in the life of St. 
Anthony: the miracle of finding the miser's 
heart in his money chest; that of healing a 
young man who, in remorse for having struck 
his mother, had cut off his own foot; that of 
causing a newly born babe to speak and so 
establish. the innocence of its mother; and 
finally, that of an ass who, though starving, 
recognized the sanctity of the Host and re- 
fused to eat it, and in this way convinced an 
unbeliever. In all of them there are powerful 
architectural backgrounds composed of rigid 
lines and well-filled spaces, — from which the 
characters of tlie stories which are presented 
- stand out with expression that is quite remark- 
able in such minute work, — crowded with de- 
tails of great beauty, but which are never al- 
lowed to confuse the main issue or to injure 
the decorative value of the panel. Restraint 
and reticence mark all the work, and a fine 
sense of decoration, with a perfect knowledge 


112 Cities of Northern Italy 


of what the material in which he worked was 
capable and wherein it would fail. In the 
centre is the superbly modelled crucifix, and 
behind it the strong, bold work in terra- 
cotta which is so pleasing as a foil to the 
bronze. 

Now let me take you into the chapel which 
is opposite that of St. Anthony, and which 
is decorated with fresco-work by Altichieri 
and D’Avanzi. It is called ** the Capella San 
Felice, and having been originally dedicated 
to St. James, has his story in fresco by these 
interesting early Paduan artists on its walls. 
There are two tombs in this chapel, one to the 
wife of the second lord of Padua, Marsilio 
Carrara, and the other to the founder of the 
chapel; but all the remaining space is covered 
with the decoration forming what Crowe 
called “ the noblest monument of the pictorial 
art of the fourteenth century.” It will be well 
for you to inspect all the pictures in this series, 
some of which are taken from the legendary 
life and some from the Scriptural story re- 
lating to St. James, and mark how these fol- 
lowers of Giotto have developed the dramatic 
power; how well the story is told and with 
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what simple force and directness, and also 
how much deeper and richer are the colours 
used, and what a fine decorative effect is ob- 
tained. | 

Both artists appear to have worked 
together on this chapel, but the work of 
D’Avanzi can be distinguished from that of his 
friend by its greater minuteness of detail, and 
by the striking way in which he distinguishes 
faces one from the other, giving to each a 
character of its own. Altichieri is considered 
to be the greater artist of the two, and to be 
the better and more skilful draughtsman, but 
his companion evidently had not only the 
greater insight into character, but the greater 
power to represent such character in his 
work. They are, of course, followers of 
Giotto in the way in which, with an absence 
of accessories and with a plain simple truth, 
they narrate their story; always keeping in 
view the final result as a piece of decoration 
as well as a pictured narrative. They are strik- 
ingly original in their ideas, and you will 
mark, having so recently come from the Arena 
Chapel, what progress these frescoes show in 
knowledge of atmosphere, movement, propor- 
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tion, and height of figure, and in composition 
and grouping. 

It would, I think, be well for you as soon 
as you have seen these frescoes to leave the 
church, step outside the main door, pass around 
one side of the square on the left to a door 
leading you into the Capella San Giorgio, the 
key of which the custode of Il Santo will pro- 
duce, and look at the work of these same two 
artists which covers the walls of this chapel. 
Here you will find the story of St. George, 
together with scenes from the lives of St. 
Catherine and St. Lucy, and some New Testa- 
ment subjects. Behind the altar is the Cru- 
cifixion, and above it the Coronation of the 
Virgin, and close to them, on the left wall, 
a fine picture in which are members of the 
family of the founder of the chapel kneeling 
before the Madonna. These frescoes were 
done some five years later than those at which 
we have just been looking, and mark still 
further progress. The Crucifixion is far finer 
than the one in the Capella San Felice, as there 
is more expression in the faces, a clear desire 
to give a supernatural aspect to the scene, and 
a greater realization of the ability to group 
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the figures in a natural manner, and give each 
its part clearly in the central event of the pic- 
ture. There is not the poetry that Giotto 
possessed in so supreme a degree, but there 
is more dramatic force. There is not the in- 
tense feeling of devotion, the deep religious 
spirit, the nervous trembling of excitement 
born of profound belief which is characteristic 
of Giotto, but there is a reaching .out to 
greater pictorial effect, a desire to render the 
scene as it actually was, and to paint each spec- 
tator as he actually looked, and there is power 
and skill in modelling, in painting draperies, 
and in arranging shadows that is very notice- 
able. Many of the frescoes are in bad condi- 
tion, others are in good preservation; but all 
are worth attention, and mark another mile- 
stone in the progress of Paduan art. 

Let us now return to the church, and turn 
to the Capella del Santo. It is a sixteenth- 
century chapel, partly the work of Sansovino, 
and is very richly decorated; but nothing that 
it contains is of a specially high merit in the 
kingdom of art. You will always find this 
chapel full of worshippers, as the Paduans are 
a very religious people and devoted to the cult 
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of their saint, whose remains lie in the altar 
by the side of which stand two fine silver can- 
delabra, good fifteenth-century work by the 
hands of a local artist, Parodi. 

There is a fine tomb against the second 
column to the right in the nave; and in the 
third chapel on the same side there is a taber- 
nacle, covered with reliefs by Donatello, which 
is often overlooked, and in which also the fine 
gates and two grand red marble tombs should 
be noted. 

In the sacristy there is some beautiful in- 
tarsia work which is well worth seeing, and 
if you can get the cupboards opened, some 
splendid vestments and some fine examples of 
the goldsmith’s art are to be seen; and then 
in the cloisters close by there are more fine 
tombs. 

From the cloisters you gain a charming 
view of the church, and can decide whether 
you agree with a numerous body of writers 
who speak of it as ugly and bizarre, or 
whether you agree with many other writers, 
with whom I must confess to have more sym- 
pathy, who regard it as an interesting and 
original work, which is impressive, strange, 
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and quaint and attractive from its very origi- 
nality and from the contrast it affords to the 
usual type of buildings, and is a high tribute 
to the genius of its architect. 


CHAPTER ПІ. 
OTHER SIGHTS AND THE PICTURE - GALLERY 


HERE are not many other churches to be 
seen in Padua. The cathedral has no 
special features, and the tombs and pictures 
that it contains are not of much importance. 
The baptistery is a more interesting building 
as it is thirteenth-century Lombard work, and 
recalls a similar one at Parma, which, how- 
ever, is finer, and has the advantage of being 
better placed. This baptistery loses dignity 
from being so close to the Duomo. Its inte- 
rior is impressive, as it is entirely covered with 
frescoes, which are the work of two other early 
Paduan artists, Giovanni and Antonio da 
Padua, of whom little is known, and whose 
chief works are these frescoes. Their date is 
about 1370, and they were painted at the cost 
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city, Francesco Carrara, and represent stories 
from the Old and New Testaments depicted in | 
a very quaint, naive manner, very dark and 
rich in effect. 

The only other really important church to 
be seen is that of Santa Giustina, at the ex- 
treme south of the city, not a great way from 
Il Santo, and situated close to the delightful 
Piazza Vittorio Emanuele. This large open 
space, which must be passed to reach the 
church, has a lake in the middle surrounded 
by trees and crossed by a bridge, and around 
it are a number of statues of those important 
persons who can be said to have any connec- 
tion with Padua, or were educated at its uni- 
versity. The Church of Santa Giustina is built 
above some catacombs in which are the re- 
mains of early Christian martyrs, SS. Giustina, 
Prosdocimo, and Daniel, and there are some 
curious altar fronts and other pieces of carving 
to be seen in them. The choir contains some 
excellent woodwork which forms the stalls, 
and in the inner choir, which belongs to a far 
older building, are other carved wood stalls 
decorated with unusual and remarkable in- 
tarsia work, 
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When you leave this church I want you to 
follow the method that we adopted at Verona 
and see a garden, but this time not for a mag- 
nificent view, but for a different reason. In 
Padua is the most ancient * Botanical Garden 
in Europe, one which was arranged in 1543 
and which has belonged to the great University 
of Padua ever since, and has had connected 
with it some of the most eminent botanists in 
the world. It was founded by the Republic 
of Venice, and from it sprang all the other 
botanical gardens which have been so impor- 
tant in acclimatizing exotic trees in Europe 
and in helping on the study of botany. It is 
close to the church and known as the Orto 
Botanico, and well worth visiting. There are 
many plants in it that will interest you only 
if you happen to be a botanist, but the garden 
is so lovely and the majority of the trees and 
shrubs are in such fine condition and so well 
grown, that I am sure you would enjoy a stroll 
through its walks, 

The grandest tree is a magnificent palm, 
which is enclosed in a house by itself, but 
there are many other fine exotic trees with 
which we are now familiar, but which were 
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introduced into Europe early in the eighteenth 
century, first planted here, and thence have 
spread in all directions. The groups of medic- 
inal plants are also worth attention, and in 
the long building near the garden is a very 
complete botanical museum and herbarium. 
Admission is free, but it is well to give one 
of the gardeners a gratuity when you leave 
the place. To obtain admission, you will have 
to pull the bell at the gate, and to go out you 
will need to do the same, as the gates are 
locked behind you when you have entered, to 
prevent — so the custodian informed me — 
the entrance of tramps or dogs. You will 
probably find only half a dozen students in 
the place, and have it pretty much to yourself. 

The university, which the Paduans always 
speak of as Il Bo from the sign of the ancient 
tavern, the Ox, on which the original buildings 
were erected, does not contain much that will 
interest you. In the entrance court you will 
notice, as you will see with better effect in 
Bologna, the arms of the various students, dat- 
ing away back to the fifteenth century; and 
in the museums, if you are disposed to pay 
them a visit, you will find all the ordinary col- 


122 Cities of Northern Italy 


lections that such museums possess, and nota- 
bly a fine collection of local fossils, and a 
superb series of Roman coins. But I think that 
the picture-gallery will be found of greater im- 
portance than the museums, especially as when 
we arrive in Bologna it will be advisable to 
spend more time than has been hitherto given 
to museums in the very fine one in that city. 

To the Pinacoteca let us therefore go. It is 
close to П Santo, and not five minutes’ walk 
from the Botanical Garden. 

There is not any catalogue to be obtained, 
but one is in preparation, and, as usual in 
Italian galleries, the pictures are “in course 
of arrangement.” You will get accustomed 
to this expression as you go through Italian 
galleries, as there is a mania for rearranging 
galleries and preparing new catalogues. If 
only the work were to be done by those per- 
sons who really understand pictures, or with 
the advice of such experts as Doctor Frizzoni, 
‘Mr. Berenson, Doctor Ricci, Mr. Cook, or Pro- 
fessor Venturi, the result would be delightful, 
but in many cases the work is left to the custo- 
dian of the gallery, who often has not had 
either the requisite experience or the needful 
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knowledge to name and arrange his gallery 
in an accurate manner. 

. There are five pictures in Room I. that merit 
attention. 50 and 56, which are on either side 
of the door, and which were originally num- 
bered 416 and 417, are the fronts of two cas- 
sone or marriage chests, the other portions 
of which, having no decoration upon them, I 
found in an adjoining store-room in pieces. 
They are attributed to Giorgione, and I think 
with good reason, and represent scenes con- 
nected with the legends of Adonis.! 

They are delightfully painted, are splendid in 
colour, and full of sunny effect very character- 
istic of the great master, while to those who 
know his pictures, the trees, the distant hills, 
the grouping of the figures, and their very 
forms will be eloquent of that versatile genius. 
There are two other panels by Giorgione in 
this same gallery also representing mytho- 
logical scenes, one of them being Leda and 
the Swan, but although they are numbered 42 
and 43, I cannot tell you in which room to 
find them, as at the time of my visit they were 
on the floor with their faces turned to the wall, 
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and the attendant seemed to have no idea as 
to where they were to be hung. In many ways 
they recall the cassone panels, as the landscape 
in them is most beautifully painted, although 
on a very minute scale. They are gems of 
loveliness, and the figures of the man and 
woman in the second one are charmingly 
idyllic and naive in their sentiment, very char- 
acteristic of the lyrical manner of Giorgione.! 

33 is a good picture by Marco Basaiti, a 
most interesting Venetian master, of whom 
very little is known save that he was a follower 
of Vivarini. It represents the Madonna and 
Child with St. Peter and St. Liberale and three 
angels, and is signed Marcivs Baxaiti. The 
saint has been called St. George and also St. 
Paul, but I think there is little doubt that 
it represents Giorgione’s favourite saint, St. 
Liberale. 

The Palma Vecchio, of a Madonna and 
Child with two donors, although provided with 
a signature, must not be accepted as a genuine 
work by that master. It is a counterpart, as 
Morelli first pointed out, of a picture at Berlin, 
equally untrustworthy, and is only a school 
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work, and is, I believe, so labelled at the pres- 
ent time. 

49 is a delightful picture of a Virgin and 
Child with St. John the Baptist and a donor, 
evidently a work of the school of Lotto, but 
not by Lotto himself. It was at one time num- 
bered 116. There are also some works of 
early Venetian art of the Vivarini school in 
this room that are worth attention. 

In Room II. are two works by Bonifacio 
Veronese, a Nativity, 166, and a Madonna 
and Child with SS. John the Baptist, Sebas- 
tian, Jerome, and Francis, decorative pictures 
with rich voluptuous colouring. | 

In Room III. there is nothing worth atten- 
tion. 

Room IV. contains the most interesting pic- 
ture in the collection, 399, the altar-piece in 
five divisions with SS. Lucia, John the Baptist, 
Jerome, Anthony, and Giustina, each in their 
озуп niche, and with a rough landscape behind, 
which is the work of Squarcione. It has been 
much injured, and has also been in places re- 
painted, but it is of extraordinary interest as 
marking the very beginning of the true Paduan 
school, hard, classical, rude, but possessed of 
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much dignity and reserve, and delightful in 
its statuesque pose and in its charm of colour. 

Near to it is 381 (once called 781), a school 
picture of just the same period, in which it is 
probable the master had a hand also. It is 
more stiff and formal, and is an Adoration 
with St. John the Baptist and St. Jerome. 
Possibly both works were done for an altar 
dedicated to St. Jerome, as he appears so prom- 
inently in each. 

Another early Paduan work is 385 (or 
1216) in which again St. Jerome is an im- 
portant figure. 

397 is a fine work by one of the Vivarini, 
and around it are two panels belonging to it. 
The St. Peter is a grand figure with a fine 
head, and the draperies, tiara, and keys are 
superbly painted. It is a charming piece of 
work of the rigid, hard Crivellian school. 

In Room V. neither of the Bellinis must be 
accepted as works by the masters whose names 
are attached to them, although both are Vene- 
tian pictures of good merit. 415 (1273) bears 
the name of Jacopo and 425 (658) the name 
of Gentile. The former is clearly by Rondi- 
nelli, 
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439 is a fine head by Antonello da Messina, 
and there are two terribly sickly works in this 
room by Sassoferrato, over which the custo- 
dian goes into raptures, and which are senti- 
mental to the last degree. 

In Room VI. there is a very attractive Por- 
trait, 454 (659), of a youth, which has been 
. for years attributed to Giorgione, and has a 
signature to that effect upon it which may or 
may not be false. It is now generally given 
to Torbido, and so close is the resemblance 
of the face to that of the Shepherd Boy at 
Hampton Court which has been called the 
work of Giorgione, that Mr. Cook, in refusing 
_ to accept the latter as by Giorgione, draws 
special attention to the resemblance, and is 
disposed to attribute each work to the hand 
of Torbido. I must confess that it goes hard 
with me to resign the Shepherd Boy as a gen- 
uine work by Giorgione, and my own feeling 
is rather that in this head of a youth we have 
the fifth work by Giorgione that the Paduan 
gallery possesses, rather than a work by Tor- 
bido. It came originally from the Church of 
Santa Giustina, and while there was always 
known as a picture by Giorgione. It was 
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given to the church by a Venetian lady under 
his name, so I was told at the church, and per- 
haps some day a search amongst the papers 
of the church will reveal some further infor- 
mation as to this very interesting portrait, and 
the question, not only of its identity, but also 
of that of the Hampton Court picture which it 
so closely resembles, may be set at rest. 

I am disposed to think that this very youth 
can be recognized as seated under a tree, in 
the cassone front by Giorgione (56) which 
we saw in Room І. 

There is an interesting Garofalo (710) in 
this room, very Ferrarese in its trees and 
buildings, somewhat cold in its colour for this 
master, and having in one corner a mysterious 
scene which appears to resemble a man struck 
by lightning, and which should be the means 
of revealing the history of the picture, which 
was very likely a votive altar-piece. 

You should also see in this room two fine 
old frames, one of which encloses the Bocca- 
cino, which is itself rather a good picture. 

We now enter the big room at the end of 
the gallery. 

Right at the end of it is a glorious Roma- 
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nino, a superb picture. The Virgin is being 
crowned by three angels above, while below 
are grouped SS. Benedict and Giustina on the 
right, SS. Prosdocimo and Scholastica on the 
left, and below the throne seated on the step 
is a lovely child angel playing on a tambourine. 
A Pieta and four saints are above the altar- 
piece in a lunette, and the predella contains 
a charming tondo of the Holy Innocents and 
two saints. It is fully signed and dated, and 
was originally in the Church of Sta. Giustina, 
and is perhaps the very finest picture that 
Romanino ever painted, full of rich vibrating 
colour and superbly arranged. 

765, near to it, is also by Romanino, and 
came from the same church. It represents the 
Madonna and Child with St. Benedict and St. 
Giustina and a lovely angel, and is also very 
rich and deep in colour. 

A rather interesting picture in this gallery 
is a copy, by Longhi, of the Francia at Ra- 
venna, which he has signed and passed off as 
his own!! 

Finally, the fresco by Girolamo da Santa 
Croce is worth attention, and is another pic- 
ture from Sta. Giustina, in which the saint 
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is seen with St. Benedict. The master is better 
known for his copies of the work of Cima 
than for his own, which are not of striking 
importance, but of which this is one of the best 
that I know. 


Part III. 


Bologna 
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Part III. Bologna 


CHAPTER I. 
ETRUSCAN AND ROMAN TIMES 


OLOGNA was originally an Etruscan city, 
and evidence of its importance in Etrus- 

can times can still be seen in the place. In the 
middle ages it was an independent city, gov- 
erning itself and giving much attention to the 
erection of important buildings, and to the 
strengthening of its position. It was a power- 
ful city as it increased in prosperity, and was 
a serious enemy in the field. As we shall see 
later on, it had some great successes in war- 
fare. In the fourteenth century it was at- 
tached to the Holy See, and from that time 
was ruled nominally by the representatives of 
the Pope. The Bentivoglio family, however, 
obtained such large wealth and power as prac- 
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tically to make them into independent princes, 
and under the rule of Giovanni Bentivoglio, 
who reigned for some forty years, the city 
flourished and became an important place for 
the cultivation of the liberal arts. The desire 
of Giovanni Bentivoglio was to adorn and 
beautify his city, and to attract to it the great- 
est craftsmen of the times; but he was a des- 
potic ruler, and raised a great deal of bitter 
feeling against him in the place. His tyranny 
and independence became at last so serious 
that Pope Julius II. came against the city, 
drove him out, reinstated the papal power, and 
ruled the place by legates who were more 
directly responsible to the Holy See. Benti- 
voglio fled to Milan, and to prevent his return 
the exasperated people destroyed his palace, 
and many buildings that were important in the 
city. 

From the time of Julius II. the place re- 
mained attached to the Patrimony of Peter 
and was ruled from Rome until the events of 
recent times. 

In considering the history of Bologna we 
have to deal with a state of civilization far 
earlier than that of the Romans, and the old- 
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est that has yet come under our attention. The 
history of the Etruscan nation is still very 
largely a matter of mystery. We do not know 
for certain whence came the people who spread 
over Italy, and whose twelve cities acquired 
so great a renown. 

We cannot yet read with an absolute knowl- 
edge or accuracy the inscriptions that the 
Etruscans have left behind them in such vast 
numbers, nor can we always interpret to our 
complete satisfaction the legends on the tomb- 
stones that are found, or the writing within 
the tombs. Many mysteries still surround this 
most interesting people, chief amongst them 
being the difficulty of their language; as we 
have yet to discover such a memorial as the 
Rosetta stone, which proved in the case of the 
Egyptian hieroglyphics the long sought for 
key to the mystery. 

Some day, perhaps, we may find some simi- 
lar treasure, written in the quaint Runic char- 
acters of Etruria, which will once for all settle 
the disputes over the meaning of those inscrip- 
tions that now afford so much scope for 
discussion. 

We have plenty of evidence as to the life and 
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habits of the Etruscans, thanks to the discov- 
eries that have been made, and especially to 
the treasures that have been found in their 
great cemeteries and in their graves. The 
museums of Perugia, Chiusi, and Bologna en- 
able the student to realize how rich a nation 
Etruria must have been, and in what a high 
state of civilization and luxury her people lived. 
Their artistic knowledge must have been very 
considerable. Their jewelry, bronzes, and 
vases show great beauty both of design and 
workmanship, and the vast numbers of orna- - 
ments that are found testify to the love of deco- 
ration that characterized this interesting people. 
There is nothing barbaric about their work. 
It shows a pure love of design, a refinement 
that is Greek in its nature, and a delicacy of 
workmanship that is surprising. Especially 
careful they seem to have been with their dead, 
and very particular as to preparing fine tombs 
for them, decorating the interiors with impor- 
tant sculpture and fresco decoration of a rude 
sort, and then burying with the dead, money, 
ornaments, jewels, and vessels of various kinds 
for their use in some unknown region, which 


Bologna 137 


now enable us to understand somewhat of the 
habits and customs of the nation. 

In the ** Museo Civico, to which it is well | 
that we should make our first visit in Bologna, 
we shall find in the tenth room a magnificent 
collection of Etruscan remains. The room is 
a very long one, finely arranged and well 
lighted, and is filled with what has been dis- 
covered near to Bologna. Неге we can see 
the graves as they were opened, and the ar- 
rangement of them can be studied, whilst in 
cases around are the treasures that have been 
taken from this gigantic cemetery. There are 
vases of considerable beauty, bronze ornaments, 
notably mirrors, of the most exquisite design, 
sometimes covered with dainty engraving and 
at other times inlaid with metals, such as silver. 
There are brooches, fibulz, rings for the finger 
and ears, in gold, silver, and bronze; there are 
ornaments of all varieties in glass, often very 
lovely in colour, and varied in effect by mot- 
tling, cloudiness, clearness, or device. Neck- 
laces are to be seen in plenty, and important 
collars in silver and gold. There are bronze 
vessels of all kinds, both for domestic and for 
sacrificial use, and some of the bronze jars are 
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covered with delightful chased work, depicting 
scenes from the history of the people. Tomb- 
stones stand all around the room, many of 
them covered with strange inscriptions which 
have only been partially deciphered; and alto- 
gether there is such an effect of wealth and 
prosperity as enables us to better appreciate 
the genius of the Etruscans, and to realize 
how great a nation possessed the soil upon 
which we now stand way back in the mysteri- 
ous days preceding the foundation of Rome. 

The old names for Bologna, Felsina, which 
is still used on books, and for scents and soaps 
used in the city, and Bononia, which survives 
in legal documents, and was used by the artists 
of the Renaissance, were said to have been 
derived from the Etruscan rulers who founded 
the place and gave to it their names. Another 
interpretation of the word Bononia derives it 
from a certain ruler in Roman times; but in 
any case it has a considerable antiquity. 

Of actual Roman remains in the city there 
are not very many, but in this same museum 
can be seen plenty of evidence as to the Roman 
occupation of the place. In the entrance-hall 
may be found some Roman tombs and statues, 
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also a collection of pieces of terra-cotta, with 
remains of mosaic decorations and portions 
of columns of various buildings. There is a 
series of fine mile-stones from the great roads 
that lay through Bologna; and other stones 
on which are to be found records as to the 
movements of certain legions and the places 
where they were stationed in the neighbour- 
hood. Up-stairs, in Room IX., can be seen 
some objects in glass and bronze, with can- 
delabra, statuettes, and ornaments that were 
found in the neighbourhood of the city, to- 
gether with a great variety of other Roman 
objects that have no immediate connection 
with Bologna. 

In the city there are only two important 
things which relate to Roman Bologna. One 
is the great Piazza, around which are grouped 
the chief buildings, and which occupies the 
site of the Roman forum, and has been con- 
stantly called in medieval times “Тһе 
Forum,” although, save that it is an open 
space and has always been so, it retains little 
trace of its original occupation. The other 
remains are to be found in various places in 
the ancient Church of San Stefano, which is 
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the oldest church in the city, and which was. 
built, so historians say, upon the site of a 
Roman temple, and has incorporated into its 
structure various pieces of undoubted Roman 
work. 

We know that the terms of the second tri- 
umvirate, 43 B. C., were settled in Bologna, that 
Antony and Octavius Lepidus visited the place, 
that it was a seat for a time of the imperial 
power, and that, during the Second Empire, 
it was a favourite residence of the emperor 
and court, and that four hundred years after 
Christ it resisted the attacks of Alaric the 
Goth, who was defeated by the Roman forces 
at its gates. But of all this stirring time we 
have hardly a stone in its place to remind us, 
and little, save the portions of the old Roman 
walls and bits of the fortifications around the 
city, still stands as a memorial of: Roman 
Bologna. 

Of Lombard times there is little more to be 
seen. 

The only important relic that stands to tell 
us of those early times is the font in the centre 
of what is called the Atrio di Pilato, which 
forms one of that curious assemblage of 
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churches under опе roof which is now termed 
San Stefano, and which we shall visit pres- 
ently. It bears the name of a Lombard king, 
Luitprand, who lived in 744. Beside it there 
are some columns in another of these churches, 
called Santa Trinita, which are Lombard, and 
in all probability yet another church under the 
same roof, called San Sepolcro, preserves the 
shape and appearance and is built upon the 
site of a Lombard erection. 

We then have to make a big stride to the 
middle ages, when Bologna became an impor- 
tant independent free city, having been govern- 
ing itself from Обо, with more or less freedom, 
and growing rapidly into a strong powerful 
place. 

** San Stefano, to which already so much 
reference has been made, is so strange an ag- 
glomeration of churches and so ancient in its 
building, that there perhaps something can be 
. learned of the very earliest work in Bologna 
in the middle ages. 

The leaning towers are the most notable ob- 
jects in a general view of the city, and close 
to them branch out five great streets, and the 
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church is in one of these five—the Via San 
Stefano. 

The first church which we enter is compara- 
tively uninteresting, and is called the Crocifisso 
Church. The only thing worth noting in it is 
the pulpit, which is twelfth-century work. 
From this church we enter a sort of enclosed 
passage, which has been arranged so as to form 
a separate church, called the Capella della Con- 
solazione, and then go down some steps, into 
a crypt under the Church of the Crocifisso 
called the Confessione, which is of eleventh or 
twelfth century work. The cloister close by 
this church is very charming, and the upper 
gallery is supported by twelfth-century round 
arches or twin columns. 

The next church to be entered is that of 
Santa Trinita, which is also twelfth-century 
work, Lombard in style, and has very ancient 
columns in it. Thence we pass into an open 
court around which is a colonnade, and in the 
centre of which is the font already named, 
which bears the name of Luitprand upon it. It 
is called the Atrio di Pilato, and on the left 
is an enclosed chapel containing a fine picture 
by Giacomo Francia, the son of the great 
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Francia, and a very remarkable crucifix, 
painted in 1370, by Simone da Bologna, an 
artist who devoted the best of his energies and 
almost all his time to painting such objects 
of devotion. From this court opens out an- 
other small chapel called the Hall of the Lom- 
bards, in which are preserved the keys of the 
City of Imola, captured by the Bolognese in 
the year 1328. 

Leaving this church, a step takes us into 
another church, called San Sepolcro, which is 
a still earlier building going back to the tenth 
century, and in which, a hundred years later, 
San Petronio was buried in a tomb copied from 
the holy sepulchre at Jerusalem. This church 
is circular, as were so many of these very 
early ones, and is supported by seven columns, 
which are said to have belonged to the temple 
which originally stood on the site, and to have 
been left in their original position when the 
church was first erected. The brick column 
which now stands in front of each was added 
in the twelfth century or thereabouts. The 
walls are of brick and the whole structure has 
been but little altered since its original erection. 
Some of the columns are of great beauty. 
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Lastly we enter the Church of SS. Peter 
and Paul, another twelfth-century church, in 
which can be found many portions of Roman 
work that belonged to the original temple. 
This quaint, dark church contains the tombs 
of two saints, martyrs, St. Vitalis and St. 
Agricola, in very early sarcophagi, which are 
probably contemporary with their martyrdom . 
in the ninth century. It has also the iron pro- 
cessional cross of the saints which is upon the 
wall to the right, and on some of the columns 
can be found portions of curious fresco-work. 
A fine altar-piece by Lorenzo Costa stands in 
it at present, and the windows should be no- 
ticed, as they are composed of transparent 
marble. It is now only used as a mortuary 
chapel. 

This is altogether a strange and somewhat 
bewildering assemblage of buildings, all clus- 
tered together and one leading out of the other, 
built upon a sacred site, and containing among 
them almost all that remains of the very ear- 
liest history of the city. 


CHAPTER II. 
ITS DAYS OF INDEPENDENCE 


1 history of Bologna during the middle 
ages is bound up with that of the strug- 
gle between the Guelphs and Ghibellines, in 
which the city remained constant to the Guelph 
side throughout. 

A reference has already been made to this 
warfare on page 28 and it involved a struggle 
between the powers of the Church and those 
of the empire. Bologna had always been a 
devoted daughter of the Church, and her sons 
were noted for their religious fervour. The 
characteristic still remains, and in Bologna will 
now be found a strong attachment to the Holy 
See and a devotion of exceptional importance 
among the people. At the same time it has 
always prided itself upon a strict observance 
of its motto of “ Libertas; ” has been advanced 
and intellectual, and able to reconcile with a 
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clear opinion and freedom of self-government 
in local affairs a deep attachment in matters 
spiritual to the supreme pontiff. Its tenacity 
in the support of the Guelphic cause led to 
serious warfare, which continued for a long 
space. One of the greatest battles ever fought 
between the rival forces was fought near 
Bologna in 1249, and the commander was one 
Filippo, who was podesta of Bologna. The 
natural son of the emperor, King Enzio of 
Sardinia, was in command of the Imperial 
forces, and when the Ghibellines were defeated 
he fell into the hands of the people of Bologna, 
who carried him in triumph to their city, 
lodged him in the Palazzo del Podesta, and 
although they treated him well as a royal 
prince, kept him there a prisoner for twenty- 
two years, refusing with the haughtiest disdain 
all offers for ransom made by the emperor his 
father. At his death in 1272 they gave hima 
place of sepulture in their most sacred spot, 
the Church of St. Dominic. 

Few things so pleased the Bolognese as this 
capture of King Enzio, and their ability to 
retain their royal prisoner despite all the efforts 
of the emperor and his allies to have him re- 
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leased. For many years after the death of the 
king, the people of Bologna continued to boast 
of their power and prowess, and on the monu- 
ment that was erected over his tomb they con- 
gratulated themselves in the most amusing 
manner over their skill and determination. 

Later on in the thirteenth century the state 
of confusion into which Bologna had come, 
owing to the pride of her people and the con- 
stant conflict between her chief families for 
supreme controlling power, led to her losing 
the complete independence upon which she had 
prided herself, for the more important adher- 
ents of the Guelph party, fearing that the city 
would be torn asunder in the struggle and lose 
all its position, appealed to the Holy See to 
declare a definite supremacy over it. This was 
done by Pope Nicholas III., who visited the 
place in 1277, reconciled the rival parties, and 
was accepted as overlord by the populace, who 
gave him a very hearty welcome. 

Bologna was then ruled by papal legates, 
and this rule continued in name down to 1506, 
although the later rulers of the Visconti and 
Bentivogli families considered their position 
more that of supreme and hereditary sover- 
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eigns than as vicars for the Holy See, which 
they actually were, until Pope Julius II. gave 
them very clearly to understand their rightful 
position. 

In our consideration of the long period that 
is included in the course of events just stated 
it is well to commence with the two leaning 
towers that dominate the city, and which are 
such strange and prominent objects in the land- 
scape. The reason for their erection is not 
known, but the Bolognese historians attribute 
them to the pride of certain great families who 
desired to raise these edifices that they might 
stand for ever and commemorate the power 
and wealth of their builders. The taller tower 
was started in the early twelfth century by 
the Asinelli family, the smaller one by three 
brothers — Filippo, Oddo, and Marco Gari- 
senda — at about the same time. They may 
have been built as belfries, or it may have been 
intended to attach to each of them some great 
palace to which they should act as campaniles, 
but in all probability they were no more than 
triumphal monuments, erected to show the 
dignity and vast means of those who built 
them in competition with each other. Prob- 
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ably they were intended to be encased in mar- 
ble, as, were the western fronts of so many 
churches in Italy, but the cost was found too 
great, or the builders died before the comple- 
tion of the work, and their successors did not 
feel inclined to waste more money upon them. 
I do not recommend you to climb the stairs 
in order to obtain the view, as although the 
sight is extensive and varied, the effort to 
gain the top is a serious one, and the result is 
not commensurate with the pains. As out- 
looks in time of warfare they were no doubt 
very useful, and probably the original idea of 
their erection arose in that way. Their in- 
clination took place early in the history of their 
erection, possibly as the result of an earth- 
quake, or by reason of the loose character of 
the soil or the insufficiency of the foundations, 
and the builders tried to rectify it as their work 
progressed, and eventually, finding that it was 
not serious, carried up the tower as high as 
they could, preventing the inclination from 
increasing by various ingenious devices in the 
brickwork on the opposite side to that on 
‘which it leaned. 

The other great tower in Bologna, that 
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which crowns the Palazzo del Podesta, was 
erected for another purpose, having been built, 
when the first attempt was made to rescue 
King Enzio, in order that a sharp lookout - 
might be kept and the safety of the illustrious 
prisoner ensured, 

The foundation of most of the churches of 
Bologna belongs to the thirteenth century, that 
of San Petronio, the largest, being a hundred 
years later in date. 

The Church of San Domenico is, perhaps, 
the most important one in the city, and its 
foundation belongs to the period just named; 
but it has been so altered, restored, and 
practically rebuilt, that it is difficult to discover 
anything in it that belongs to the original 
structure. On our way to it, we shall mark 
the two fine tombs that stand out in the piazza, 
and the two statues near to them. The statues 
of the Blessed Virgin and of St. Dominic are 
seventeenth-century work, but the tombs belong 
to a much earlier period. 

They are both of them thirteenth-century 
work, and were erected to the memory of im- 
portant citizens of the city. 

The one near to the church, in which the 
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sarcophagus rests under an elegant colonnade, 
supported in its turn by a series of fine 
. columns and crowned with a pyramidal roof, 
belongs to one Roland Passagieri, who in 1250 
was head of the notaries of the place, and who 
was selected to write the letter to the emperor 
in reply to the one which he sent to Bologna 
imperiously demanding the release of his son 
Enzio. It was mainly on the advice of this 
Roland that the citizens determined to show 
their power by retaining the king as their 
prisoner, and he was selected to convey to the 
emperor their decision, which he did in a letter 
so strong and haughty in its expressions, and 
withal so well expressed, that it was quoted 
by many writers of his day with approval as 
a model of what such a letter should be. 

The citizens, feeling that Roland had given 
to their city an added lustre of glory and dig- 
nity, gave to his remains a magnificent funeral, 
and buried him in a prominent position, erect- 
ing over his burial-place this delightful monu- 
ment. 

The other similar tomb, which stands near 
to the house in which the deceased person re- 
sided and which is plainer in its structure, was 
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erected a little later to another notary who 
appears to have been a friend of the great 
Roland and his successor in office, and who 
was a member of the noble house of Foscherari. 

On entering the church proceed at once to 
the large chapel on the right, which contains 
the ** Arca di San Domenico, one of the great- 
est works of Niccolo da Pisano. 

St. Dominic died in Bologna, and when he 
was canonized his bones were translated to 
this church, and placed in the sarcophagus 
which the great Niccolo and his pupils had 
sculptured for the purpose, and the subjects 
of which are the chief miracles attributed to 
the saint. The actual “ arca " only is his work 
and that of his pupil; the predella carvings 
and the canopy were added three hundred 
years later. As an early work of the great 
master, the sarcophagus is well worth careful 
attention, as it marks the commencement of a 
new spirit in art, and the beginning of that 
movement which had its full fruit in the great 
pulpits in Pisa and Siena, and in all the varied 
sculpture of Giovanni and Andrea di Pisano, 
who followed the great Niccolo. There is 
a dignity and force in the reliefs on this tomb, 
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and a graphic power of telling the story that 
is not to be seen in the later works by Alfonso 
Lombardi, which were added in 1532. The 
kneeling angels in front are of different date. 
That on the left is by Niccolo dell’ Arca, who 
also did the wreaths of fruit held by the chil- 
dren on the canopy, and derived his sobriquet 
from his success with this work; while that on 
the right is said to be an early work of Michel- 
angelo, who also carved the figure above of 
San Petronio holding the church in his hand. 
These figures betray none of the fiery spirit 
of the master, nor none of his paganism, and 
if they are his work at all, they belong to the 
very beginning of his career. 

It is known that Buonarotti was in Bologna 
when Pope Julius II. entered it in triumph, 
but this sculpture belongs to an earlier period 
than that, and there is but little evidence to 
connect it with the great Florentine. 

Above the tomb can be seen a fine fresco by 
Guido Reni, one of the really impressive works 
of this invertebrate artist, whose huge crea- 
tions, spread over such vast spaces, are to be 
found in profusion in his native city, and who 
is buried in this very church. 
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The other important sight to be seen in this 
church, when a careful attention has been 
given to the reliefs on the tomb of St. Dominic, 
consists of the stalls in the choir, which are 
the work of two Dominican friars, Fra Dami- 
ano da Bergamo and Fra Antonio Asinelli, the 
latter a member of the family who built one 
of the leaning towers. 

They were carved and inlaid in the sixteenth 
century, and the intarsia work, representing 
a cycle of scenes from Scripture, is of the high- 
est merit and excellence. 

The same two friars worked in the sacristy, 
inlaying the entrance door and the cupboards 
in which the vestments are kept; and they are 
said also to have carved the two statues of 
the Virgin and St. Dominic, although, if the 
inscription on one of them is to be accepted, 
they were made from a tree planted by St. 
Dominic himself, and therefore may well have 
been made long before the period of these two 
good friars. 

Near to the choir, i in a chapel to the right, 
is to be found a very fine * picture by Filip- 
pino Lippi, representing the Marriage of St. 
Catherine, and signed and dated 1501. It was 
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painted for the donor of the picture, who is to 
be seen in one of the corners of it. | 

The ** silver reliquary in which the head of 
St. Dominic is preserved was made in 1373, 
and is of considerable beauty, the . chasing, 
which represents scenes from the life of the 
saint, being remarkably fine, but this treasure 
is so seldom to be seen that it is useless to 
describe it. Only once a year can it be ex- 
hibited, and even then it is not easy to come 
sufficiently near to it to be able to appreciate 
its beauties, and only the production of letters 
of introduction from the highest of ecclesias- 
tical authorities will obtain for the visitor a 
special view of the relic and its silver shrine. 

One more thing must be noted before leav- 
ing this church, and that is, in the left transept, 
opposite to the tomb of King Enzio, a portrait 
of St. Thomas Aquinas by Simone da Bo- 
logna, which it is authoritatively stated is an 
actual likeness of the saint painted from a lost 
original some eighty years after the death of 
St. Thomas, and retained in this church ever 
since. 

We will now leave the Church of San 
Domenico and return to the Piazza, or Forum, 
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already mentioned. It is one of the most 
impressive squares in Italy and contains some 
remarkable buildings. 

Adjacent to it is the Piazza di Nettune, con- 
taining a fine fountain, which was first erected 
in about 1560 when San Carlo Borromeo was 
legate for the Pope in the city, and was one 
of those beneficent works that the great cardi- 
nal was so fond of initiating. The Church of 
San Petronio, which has never been completed 
and is only a portion of what was intended 
to be built, occupies an important position in 
the piazza, and opposite to it is the Palazzo del 
Podesta, where Enzio was confined and in 
which, in 1410, the conclave met when Pope 
John XXIII. was elected. The great hall up- 
stairs is now used sometimes as a market-hall, 
and often for local exhibitions. In this build- 
ing Roland carried on his duties, and here still 
do the notaries meet in their own room, in 
which are contained many of their records, 
others having been removed to the library. 
Here are preserved a vast quantity of papers 
which can, I am able to testify, yield informa- 
tion of the greatest importance as to Bologna, 
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and which would well repay a systemate i ex- 
amination, 

On the left, as one stands in the square fac- 
ing San Petronio, is. the impressive Palazzo 
Comunale, over the entrance of which stands 
the bronze statue which really represents Pope 
Gregory XIL, who was a native of the place, 
but which has been turned into a figure of 
San Petronio in order to save the figure from 
the destructive mob who ruled the city during 
the revolution of 1796. The building is used 
as a government office, and its architecture is 
composed of a great variety of styles, as it 
has been so altered from time to time that little 
of its original pointed work remains. There 
is nothing of consequence to be seen inside, 
save a fresco by Francia, which can be seen 
another day when considering the art of that 
great artist. 

Opposite to this Palazzo Comunale is a fine 
portico or colonnade known as the Portico de' 
Banchi, which is passed on the way to the 
Museo Civico. The next door beyond the 
Museo is the Archiginnasio. 

This was the original university building, 
although not the first place in which the educa- 
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tion for which Bologna has always been 
famous was taught. Long before the sixteenth 
century Bologna had a learned university, but 
did not possess any central building in which 
the work could be carried on, and it was there- 
fore conducted in separate detached rooms 
taken in different houses throughout the city 
by the professors. In 1562 Cardinal Carlo 
Borromeo, to whom not only Bologna but so 
many other towns in Tuscany owe great priv- 
ileges, being papal legate in the place, found 
that a grievous state of affairs existed, owing 
to the want of a central college; and he erected 
this Archiginnasio, and placed all the profes- 
sors in it. Here was the important work of 
education carried on till the seventeenth cen- 
tury, but the chief rooms are now filled with 
the fine library, known as the Biblioteca Co- 
munale, admission to which, if you are a stu- 
dent, can easily be obtained. This delightful 
building is worth visiting, however, in order to 
see the many thousand of coats of arms, 
which are the heraldic achievements of the past 
students and professors, and which seem to 
cover every available space on its walls and: 
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galleries, producing a remarkable and quaint 
decorative effect. 

There are the remains of the college chapel 
to be seen opening out of the court, the walls 
and ceiling of which are covered with fresco- 
work by a local artist of the late sixteenth cen- 
tury ; but it is the arms which are spread about 
in all directions that are the sight of the place, 
and some of them are so well painted as to be 
works of art of considerable importance. 

Now let us return to the square, mount the 
flight of steps, and enter San Petronio. 

We have here an unfinished fourteenth- 
century church, the chief building that was 
started in the days when Bologna was free. 
. If completed it would have been a most impos- 
ing building, but one quite out of proportion 
with the importance of the city, as the interior 
contains only the nave and two aisles; and the 
church was to have been extended very much 
farther, with a chancel, sanctuary, and lady- 
chapel, and to have had north and south tran- 
septs on each side, 

The work of its erection was continued 
down to 1659, when it came to an end, partly 
because there was a growing feeling against 
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the expenditure of any more of the town 
money upon the church, and partly because it 
was considered that to carry out the original 
plan would be to cripple in effect other build- 
ings, and would involve the destruction of part 
of the Archiginnasio and some fine houses that 
stood near to the church. 

Before entering give some attention to the 
exterior, as the central doorway especially is 
worth notice. It is entirely the production of 
Jacopo della Quercia, the noted sculptor and 
wood-carver, and was done in 1495. The arch- 
way is covered with reliefs which embrace 
various scenes from the Old and New Testa- 
ment, over thirty figures of patriarchs and 
prophets, and representations of the Madonna 
and Child with San Petronio and San Am- 
brogio, the patrons of the city. The left and 
right doorways are the work of other artists, 
Tribolo and Alfonso Lombardi and their 
pupils, and are almost equally fine, notably the 
Resurrection under the left archway, which is 
a remarkable piece of carving, telling its story 
with a clearness and force that is worthy of 
note. 

The interior of the church is impressive on 
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account of its vastness and by reason of the 
great size of the columns, their height, and the 
subdividing of the arches; and it is rendered 
still more so by the presence in the aisles of 
some interesting medizval crosses that origi- 
nally stood at the various gates of the city, 
and have been removed to this church. One 
of them goes back to the twelfth century, and 
all of them are curious and quaint. The fres- 
coes in the side chapels are effective but of 
very little importance, but there are some fine 
pictures in the church by Costa which are 
worth looking at, and will repay attention. 
In the sixth chapel on the right is a St. Jerome, 
in the seventh on the left a Virgin and Child, 
dated 1492, and in the fifth on the left an 
Annunciation. The Virgin and Child is an 
especially fine picture, and I will refer to it 
again later on. 

The painted glass in the fourth chapel on 
the right should be noticed. It is by a glass- 
painter of Ulm, and was made in 1491, as the 
date on it proves. There is also some good 
glass in the same chapel in which the Virgin 
and Child by Costa is to be found; and in the 
next chapel, which contains the Annunciation, 
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is to be noticed some fifteenth-century intarsia 
woodwork and a curious pavement of enam- 
elled tiles of about the same date, which is as 
early as anything of this kind in tile-work is 
known. 

The fine marble screens which are to be 
found in each of the chief chapels are also 
notable, and it will be remarked, as a curious 
feature of the church, that there are two eigh- 
teenth-century clocks standing in the aisle on 
the left as one enters, which give respectively 
the mean and the solar time. Close to them 
on the pavement is the meridian line. 

Attached to the church is a small museum 
called the * Museo di San Petronio and con- 
taining some important objects. The first 
room contains only plans and designs for the 
building by many noted architects, including 
Palladio, together with a model of the church 
in wood as it was originally proposed to be 
built. There is also above the mantelpiece a 
curious picture of the fifteenth century, attrib- 
uted to Marco Zoppo, evidently Bolognese, 
and representing the Virgin and Child with 
saints; and there are certain quaint astronom- 
ical instruments. 
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In the inner room is a fine collection of 
sacred vessels, many of them of great age and 
interest. Especially noteworthy are the chasses, 
or reliquaries, of the fourteenth century, com- 
posed of ebony and ivory inlaid with precious 
stone and crystal, and also the curious reli- 
quaries of a century later, which were made 
from still older ciboria transformed into reli- 
quaries. Some of the chasses, notably 78 and 
79, contain fine enamel-work, and many of 
them are of great beauty. There is also a 
collection of the ancient vestments of the 
church, some fine illuminated service-books, a 
splendid pax and monstrance, and a volume 
containing an autograph manuscript respecting 
the book of psalms by St. Anthony of Padua. 
On the opposite side of the room is to be found 
part of the unrivalled collection of books of 
music that belongs to this church, and which 
extends from the sixteenth century down to 
recent times, 

From San Petronio I want you to go to two 
other churches which contain thirteenth and 
fourteenth century work worth attention. 

If you are at the Hotel Brun, as is probably 
the case, you turn to the left on leaving it, and 
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turn down by the side of the hotel, and in a 
few moments you will be close to the Church 
of San Francesco. You will not fail to notice, 
as you approach the church, the three impor- 
tant tombs that stand in the street, one of 
them nearly hidden by a house, which will 
recall those two which we saw in front of San 
Domenico. These also are erected to impor- 
tant men who were notaries and judges in the 
thirteenth century, and although they have 
each of them come under the hand of the 
restorer and show signs of having been “ done 
up,” yet they are interesting examples of the 
important tombs that the members of this 
notable college of lawyers were so fond of 
having erected. They were all three of them 
built in the middle of the thirteenth century. 

The church which stands so close to them 
has passed through many vicissitudes, and has 
in turns been a church, a barrack, and a 
custom-house, and is now again held by its 
original possessors, the Franciscans, who have 
restored it. The campanile, which is the orig- 
inal work, is worth notice, and the effect of 
the interior conveys the impression that was 
given by the original architects of a great, 
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high, open church; but there is little of the old 
work that has not been restored out of all char- 
acter. Part of the reredos is original four- 
teenth-century work, but it has been added to 
and altered, and is now not worth study. 

The other church which I want you to visit 
is Santa Maria dei Servi, and is in the Via 
Mazzini, one of those four streets which branch 
out near the leaning towers, and is really not 
far from San Stefano, which is in the next 
street. 

The main feature is not inside the church, 
but outside, and is the delightful colonnade 
called the Portico dei Servi, which occupies 
the square in front of the church. 

The church, as its name will tell, is a Ser- 
vite one, and this colonnade was built by one 
of the generals of the Order, Fra Manfredi 
of Forli, who lived in 1390, and who erected 
this series of graceful arches of marble in order 
to beautify his church, to provide a place for 
the people to meet and to listen to sermons, 
and to give them, as he states, “а place where 
they can sell their goods and learn the lessons 
of the life of the Servite saint, San Filippo 
Benozzi, at the same time.” He was a skilful 
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architect, and has done his work with remark- 
able ability. He is buried in the church for 
which he worked so hard, at the back of the 
choir, having died some four years after the 
completion of this colonnade. 

Inside his church you can see if you like, in 
the tenth chapel to the right, a marble wine- 
jar, of charming design, which has been in this 
church since 1370, and was given by the Sul- 
tan of Egypt to another general of the Order, 
one Fra Vitale, as having been used at the 
marriage at Cana in Galilee. It is preserved 
in a cupboard near the altar, and is a very fine 
marble jar undoubtedly of great antiquity. 
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CHAPTER III. 


BOLOGNA UNDER THE BENTIVOGLIO AND THE 
HOLY SEE 


HE fifteenth and sixteenth centuries wit- 

nessed the times of the greatest splen- 
dour for Bologna, and during that time most 
of the important churches and palaces were 
erected. 

Notable among them is the great church 
in the Via Zamboni of San Giacomo Mag- 
giore, which contains the chapel of the Benti- 
voglio rulers, who were supreme for so long 
a period in the city. 

The chapels in this edifice extend all around 
the east end behind the high altar, and the 
Bentivoglio one is the eighteenth from the 
right and at the extremity of one of the aisles. 
In it is the important ** altar-piece by Francia, 
which that artist painted in 1449, and which 
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is one of his most celebrated works. It is 
usually covered and the chapel locked, but it 
will readily be exposed to view by the custo- 
dian of the place, who is to be found as a rule 
in the church. Few pictures that are to be 
seen in these northern towns are more beauti- 
ful than is this one, in which the Virgin and 
Child are surrounded by the patron saints and 
protectors of the place. The figure of St. 
Sebastian especially is finely conceived, and the 
angels that are grouped around the central 
figure are of great sweetness and beauty. 
Above the altar-piece is an Ecce Homo by the 
same artist. Near by in the same chapel is 
a quaint work by Lorenzo Costa, representing 
the founder of the family with his wife and 
children engaged in adoration, and close to it 
is an alto-relievo of 1458, representing Anni- 
bale Bentivoglio on horseback, by the sculptor 
who did some of the work on the tomb of 
St. Dominic, and so obtained his name, Niccolo 
dell’ Arca. 

The founder of the family lies buried oppo- 
site to the Bentivoglio Chapel in a tomb by 
Jacopo della Quercia which was originally in- 
tended for а Ferrarese doctor, but was adapted | 
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by Annibale for a tomb for his father. The 
effigy is upon an inclined plane. Antonio 
Bentivoglio was a notable judge, and it was 
his son Annibale who, ruling as the vicar of 
the Pope, took to himself a degree of power 
which made him almost independent of the 
papacy. Annibale’s son was the Giovanni 
Bentivoglio who ruled in 1450, and who was 
driven out of the city by the victorious 
Julius IT. 

In the chapel there are also to be seen other 
frescoes by Costa, representing scenes from 
Petrarch; and triumphs, among which is one 
that is specially noteworthy, depicting the Tri- 
umph of Death. 

The custodian who opens the chapel will 
now take you round at the right through a 
door, and down some steps into the disused 
Chapel of Santa Cecilia, also founded by the 
Bentivogli, and containing the only frescoes 
that remain in Bologna by Francia, who did 
so much fresco decoration in the city. The 
Chapel of Santa Cecilia is covered with the 
work of Francia, his friend Costa, and their 
pupils, the two scenes near the altar, depicting 
the marriage and the death of the saint, being 


170 Cities of Northern Italy 


the only ones from the master’s own hand. 
Costa did the two next to those by Francia, 
and the remainder are by other Bolognese 
painters, who were their pupils. All of them 
have suffered much by reason of the damp 
and the indifference of the custodians for many 
years, but in 1876 they were carefully repaired, 
and a method of preservation applied to them 
which arrested the further progress of the in- 
jury. Giovanni Bentivoglio reigned in Bologna 
for some forty years, and this chapel was one 
of the many works with which, during that ' 
long period, he beautified his native town. It 
was commenced in 1481, but, for some reason 
or other, the work was stopped for some time, 
and the building was not completed till 1504. 
Then the work of decoration began, was con- 
tinued during some years, and completed before 
1507. The scenes which the master himself 
painted are represented in the midst of local 
scenery, and so strong in Francia was the de- 
sire to be accurate that the very situation in 
which the marriage is taking place, with its 
hills and buildings, can be identified in the 
present day. 

Returning through the passage and chapel 
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to the church, there are yet a few things which 
it is well to notice. In the fifteenth chapel, in 
which is preserved for veneration a minute 
fragment of the True Cross, stands an impor- 
tant, very early altar-piece, divided into many 
compartments, representing the Coronation of 
the Virgin, painted by Jacopo Avanzi. 

Near to it is an early crucifix, by Simone 
dei Crocifissi, to whom I have already referred 
on page 142. The other notable picture is in 
the eighth chapel (always counting from the 
right), and is a work by another Bolognese 
artist, Innocenzo da Imola, to whom we will 
refer later. It is a really beautiful picture, 
painted in a Florentine manner, and recalling 
the work of Raphael, who was his master. 

Coming out now into the Via Zamboni, 
cross the street and pass down the one oppo- 
site to the church, the Via Marsala, which 
will take you to the Church of San Martino 
Maggiore, in which are certain other notable 
pictures. Opposite the door in the first chapel 
on the left is the chief one, a Madonna and 
Saints, by Francia, which is set in a frame 
which is also the work of the master, and is 
a very fine example of those grand frames 
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which are a feature of Bolognese paintings, 
and which Francia delighted to devise. The 
whole altar-piece is the work of this master, 
including the Pieta above, and the Ecce Homo 
below, and the painting of the arms of {һе 
family who were the donors of the work on 
the frame itself. The picture is thoroughly 
Ferrarese in its arrangement, being pyramidal 
and set upon an open arch througlı which can 
be seen a charming landscape beyond. The 
four saints are St. Sebastian, St. Anthony of 
Padua, St. Bernardino of Siena, and a fourth 
saint, who is called St. Roch, but is not repre- 
sented with his usual emblem, and is, I think, 
erroneously given this name. It is a fine pic- 
ture, painted in glorious colour, glowing with 
light, and very dignified in its conception. 

Lower down the church on the same side, 
and close to the high altar, is a work by * Peru- 
gino, representing the Assumption, a mannered 
work, not by any means one of Perugino’s 
satisfactory pictures, but undoubtedly his own 
painting, as the record exists of his coming 
to Bologna to oversee its erection in the church 
where it still remains. 

The only other feature in this church which 
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requires notice is the glass in the round win- 
dow over the altar, which represents St. James, 
and is from a design by Francia, and delight- 
fully rich in colour and charming in drawing. 
Two more windows by the master will be 
found when we go to the Church of the 
Misericordia. 

One other church remains to be seen, and 
that is San Giovanni-in-Monte, which is near 
San Stefano, standing back in a very short 


street up an ascent from the Via San Stefano. 
It is desirable to see this church, as it contains 


two works by Costa which are very beautiful, 
and which are also characteristic of the Fer- 
rarese treatment of landscape, with its rolling 
distant view of hills and valleys carrying the 
eye on from distance to distance, as in Umbrian 
pictures. In the seventh chapel on the right 
is a Virgin enthroned with saints, and in the 
choir a lovely Virgin between God the Father 
and God the Son in the sky, with six adoring 
saints below, set in a very charming landscape. 
These pictures were both painted in the same 
year, 1497, and are particularly characteristic 
paintings by this master. 

There are other churches in Bologna in 
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which treasures will be found, — hardly one 
without something well worth seeing and many 
of them quite rich in paintings, — but these 
are the chief ones. The others you may visit 
if you are staying some time in the place and 
desire to obtain г. very clear view of Bolognese 
painters and their works. They are not so 
important as the ones that I have named, and 
therefore I omit them. 

The palaces of Bologna are often extremely 
fine in their architecture, and will be noticed 
as you go along the streets. A very important 
one is the Palazzo Bevilacqua, where the 
famous Council of Trent held two of its meet- 
ings when driven away from Trento by fever. 
It is said to have been designed by Braman- 
tino, and stands close to the central piazza. 
The ironwork of its gallery, over the entrance 
and also inside the quadrangle, is of consid- 
erable beauty. 

One of the quaintest houses in Bologna is 
the Palazzo Isolani, in the Via Mazzini, with 
its strange overhanging front of woodwork 
supported by huge wood beams. 

All over the city will be found important 
palaces that are worth notice; they are a 
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feature of the place, revealing the wealth and 
importance to which, in its Bentivoglio days, 
the city attained. 

Another feature of the city is to be. found 
in the arcades, which extend in all directions, 
and enable the visitor to pass under cover from 
one point to another over almost the entire 
place. 

Perhaps ere we leave the sights of the place, 
it will be well to return for a short time to the 
Museo Civico, which we visited at the begin- 
ning of our sojourn. 

It is interesting to notice in Room XIV. the 
collection or ancient musical instruments, 
which is as important as any in Europe and 
contains very many instruments of great rar- 
ity. Bologna has always been a great placc 
for music, and it now possesses one of the 
finest libraries of old music in Europe, and 
many of the instruments preserved in the case 
on the wall opposite to the door by which you 
enter the room are local and historical. The 
viols and viorbas, trombas and arcilutes, 
should be noticed, as it is very seldom that 
these quaint things which appear so often in 
Italian pictures can be seen. Some of the 
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Hebrew tombs in Rooms XV. and XVI. are 
worth attention, notably the one of 1562, in 
which Pietro Canonici is lecturing seven per- 
sons, and four others are to be seen peeping 
over the wall. The Zambeccari tomb in Room 
XVI. commemorates a man who was an im- 
portant member of that family who patronized 
Francia in so satisfactory a manner. 

Then lastly, in Room XVII., notice the un- 
rivalled series of ancient guild books which 
are open in the cases, and which commence in 
1286 and continue down to the sixteenth cen- 
tury, providing a marvellously complete his- 
tory of the guild life of the place, full of the 
deepest interest to historians, and only waiting 
for some great scholar to devote his whole 
life to their investigation, and open up a nar- 
rative that is likely to be of considerable impor- 
tance. Many of the illuminations in these 
books are admirable and quaint in their naive 
simplicity. 


CHAPTER IV. 
THE ART OF BOLOGNA — THE GALLERY 


HE art of Bologna is an imported one, 

having come from Ferrara, and origi- 
nated with Francesco Cossa, who removed 
from that city to Bologna in 1470, and settled 
in the latter place. 

There were, of course, painters in Bologna 
before that time, such as Simone dei Crocifissi, 
who has been mentioned, Marco Zoppo, and 
the school of miniature painters who are rep- 
resented by Franco Bolognese, who lived in the 
early fourteenth century. 

However, until Cossa left Ferrara, there 
seems to have been no regular school of artists 
in the place. An even greater and more im- 
portant link between the schools of Ferrara 
and Bologna is to be found in Lorenzo Costa, 
who came to Bologna in 1483, finding Cossa 
already there and in the full swing of work. 
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Costa formed a close friendship with Fran- 
cesca Francia, the goldsmith, and they decided 
to live together, occupying different floors of 
the same house; from these two men, who 
were certainly not so much in the position of 
master and pupil as in that of friends helping 
one another, came the greatest works of the 
school. 

Francia was already well known as a clever 
goldsmith ere Costa came to the place, and he 
was also a typefounder and an engraver, but 
he speedily became more notable as an artist 
than he had been in either of the other crafts, 
although he always signed his pictures as Aurt- 
faber, or goldsmith. 

He worked largely for the Bentivoglio fam- 
ily, and many of his best works still remain in 
the city. When his patrons were driven out 
from Bologna, he stayed behind and continued 
to work for Pope Julius II., who was glad to 
employ so clever a craftsman, 

Francia was well advanced in years when 
he first took to painting, and it is possible that 
he might never have developed his powets had 
not Costa come to Bologna; but he was too 
old a man to become a pupil of the Ferrarese 
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master, апа there is as much evidence of Costa 
taking from Francia as of Francia absorbing 
from Costa, when the works of the two artists 
are examined. In several cases they worked 
side by side at the same altar-piece, each doing 
his own part of it; and these separate panels, 
when compared, bear eloquent testimony to the 
genius and close friendship of the two rivals. 

Francia’s work is noted for its full, rich col- 
ouring, its sweetness, its deep and intense 
pathos, and its truth and accuracy. He de- 
lighted in ornament and in jewelry, and 
painted it with loving care and attention, and 
he also loved to represent actual objects, such 
as vestments, crosses, and personal ornaments, 
and to paint them with such accuracy that they 
can even now be identified. 

He has affinities with the Umbrians, and 
especially with Perugino; and as I have shown 
in my book on this artist, there is every prob- 
ability that he met Perugino in Bologna at 
the very time when this Umbrian influence can 
be the more clearly traced, as the great Um- 
brian master spent some days in the city, in 
order to superintend the hanging of certain of 
his pictures. In all probability the two men 
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met, and had intimate conversation as to the 
art which they both practised with such 
skill. 

Timoteo Viti was a pupil of Francia, and 
left him in 1495, returning to Urbino, where 
he is supposed by many eminent critics to have 
had a great influence upon the youthful 
Raphael. His works are rare, and are remi- 
niscent of the manner of Francia his master. 

Other Bolognese masters who deserve notice 
are Innocenzo da Imola, another pupil of | 
Francia, and afterwards in the school of 
Raphael, with whom, it is known, Francia was 
on terms of closest friendship; also Tibaldi, 
who left Francia for Michelangelo; Prima- 
ticcio, who went to Guilio Romano; Abate, and 
others. 

Francia had, it is said, as many as two hun- 
dred pupils, and his influence therefore spread 
far and near. 

Quite a new school arose in Bologna some 
fifty years after Francia had died, started by 
Ludovico Caracci, who, with his relatives, 
Agostino and Annibale, settled in the place in 
1589. He was by no means a great artist, but 
he seems to have possessed the power of teach- 
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ing to an important degree, and his pupils 
became famous. The motto which he adopted 
as the title for his academy was, “ Those who 
regret the past, despise the present, and aspire 
to a better future." Тһе days were past, 
however, for anything like a great inspiration; 
it was the period of huge canvases and fres- 
coes, dense shadows, large powerful figures, 
heavy draperies, sombre effect in colour, and a 
greater attention to the effect of the picture 
as a whole than to the beauty of the individual 
faces or forms. The simplicity of the older 
masters had gone, their fervour and devotion 
had given place to quite other ideas, and pathos 
too often degenerated into sentimentality, and 
fervour into exaggerated contortion. 

The three Caracci were very different one 
from the other. Ludovico was slow, heavy, 
determined, with very little inspiration, but 
plenty of knowledge and great ability to teach 
others what he could not perform himself. 

Agostino was a very skilful engraver, a cor- 
rect draughtsman, and a poetical man, who 
was learned in the stories and legends of the 
classics. His engravings are more important 
than his paintings, although his masterpiece, 
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which is in Bologna, and which we shall see 
presently, is a grand and dignified work. 

Annibale was more truly a genius than the 
other two, but he was of a restless and tur- 
bulent character. 

His works possess more true pathos than do 
the other paintings of the school, and are not 
only powerful but sometimes even inspired and 
inspiring. He was great as a painter of land- 
scape, and devoted much time and attention 
to the landscape backgrounds that were so 
important in his paintings. 

The Caracci had a pupil who was a pro- 
founder genius than his masters, Guido Reni, 
and who, if he had only contented himself with 
a few works and those of real inspiration, 
would have been a really notable master. He 
stands out with Domenichino and Albani 
amongst the host of men who worked in the 
Caracci school as representative of distinct 
genius, but is head and shoulders above his 
two companions. At one time his pictures 
were greatly in demand, and he was one of the 
most popular of old masters. Now he is suf- 
fering from an equally unmerited amount of 
opprobrium. 
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His works are so numerous as to prove that 
he had a large number of clever pupils to 
whom he allotted the minor portions of his 
gigantic compositions, but he himself was 
capable of flights of genius that were all the 
more impressive by reason of the ordinary 
level of his regular work. He was fond of 
huge imaginative scenes, dull neutral tints, 
black dense shadows, and idealized abstractions 
that were neither human nor divine. 

Guido was a man of tremendous energy, 
extreme cleverness, and considerable executive 
genius, but his productiveness was far in ad- 
vance of his abilities, and his pictures are at 
times both in ideas and colouring distinctly 
unpleasant, 

Domenichino was a sentimentalist, Albani a 
copyist of other painters’ ideas, and with them 
the school passed away, and Bolognese art was 
no more. 

It has been necessary to refer at some length 
to these Mannerists or Eclectics, who formed 
the Decadence of Italian art, because they orig- 
inated in Bologna, worked in that city, are 
connected with it, and their works are so well 
represented in its gallery that no sketch, how- 
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ever brief, of the art of Bologna is complete 
without them. 

Taken as a whole they are extravagant and 
theatrical. Their origin was due to the great 
demand for pictures, the haste with which they 
were painted, the small sums that were paid 
for them, and the desire on the part of those 
who commissioned the paintings to cover very 
large wall spaces with effective bold decora- 
tion, 

Certain characteristics belong to them all. 
The technique, in the case especially of the 
Caracci and their immediate followers, is accu- 
rate and satisfactory. In drawing and in 
colour they are often very near to perfection, 
but there is no originality, no breathing spirit 
of inspiration, to be found. Nature is not 
studied save in the landscapes in the paintings 
of Annibale, and there is a feeling of sham 
and imitation in trees, in rocks, hills, and val- 
leys. The figures sprawl over the canvas, and 
are not clothed in silk or in satin, but merely 
in drapery, which is monotonous, vulgar, and 
commonplace. There is no delight in painting 
jewels, ornaments, armour, or weapons with 
accuracy and feeling; they are merely repre- 
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sented or suggested, but not painted in the 
true way in which the old masters painted 
them. 

The pictures are full of terror, horror, and 
cruelty; they aim to excite and impress; or 
else they abound in such exaggerated sweet- 
ness as becomes cloying and unpleasant, and 
is suited to attract a vitiated taste and a volup- 
tuous sentimentality. 

Here and there stand out pictures which are 
mannered to a less degree, and are to a certain 
extent truthful; but on the whole the school 
is marked by degeneration, which was, in the 
hands of Carlo Dolci and Sassoferrato, to 
attain to the lowest depths of false sentiment 
and unnatural feeling. 

Having thus glanced at the main features 
of Bolognese art, let me take you to the gal- 
lery in which you will find every side of it 
represented, in rooms particularly well lighted, 
arranged, and catalogued, and specially con- 
venient for study. 

The tramway down the Via Zamboni passes 
the door of the gallery, and this tram can be 
reached by another one which passes the door 
of the Hotel Brun, so that if you desire, as 
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the gallery is at the other end of the town, 
you can ride to it all the way. After passing 
up-stairs and through the turnstile, it will be 
well for you to walk on through the first few 
galleries till you reach the chief room, which 
is lettered E, and in that room begin your 
studies. 

In Room E is an unrivalled collection of 
the works of Francia, which are the chief 
gems of the gallery, but perhaps it will be 
well for you to go to the left wall first, and 
see the paintings by Cossa and Costa. 

64 is by Cossa, signed in full, and was 
painted by him in Bologna for the Commercial 
Guild of the day to adorn their chapel. It 
is harder than the work of Costa, more formal, 
dull in colouring, not free from forced and 
awkward contorted attitude, and somewhat 
rigid in its expression. The kneeling donor, 
Alberto de’ Catanei, is a notable figure, and 
the head of the patron saint of Bologna, San 
Petronio, is worth particular notice. The 
whole conception is severe, quiet, strong, and 
simple. The effect is that of dignity and re- 
straint. The slight knowledge of decorative 
effect and of anatomy is compensated for by 
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the admirable grouping and the stern truth of 
the picture. It is very Ferrarese, and forms 
a starting-point in our survey. 

Of the work of Costa (65, 392, and 376) 
we do not find such satisfactory examples as 
those we have already seen in the churches, 
notably those in San Giovanni-in-Monte. San 
Petronio (65) is a dignified figure, bearing 
in his hand the city of Bologna, and having 
with him St. Francis and St. Dominic. 376 is 
a Marriage of the Virgin, and 392 a Virgin 
and Child seated. All three are signed works, 
the last named being the earliest, 1491, San 
Petronio 1502, and the Sposalizio 1505. Costa 
is weak in colour compared with his friend, 
there is,a timidity about his drawing and a 
weakness about his faces, while the draperies 
are often poor in colour, cold and grayish in 
tone; but he is, notwithstanding all this, a 
really great master, a very accomplished 
painter, who loses something of his attract- 
iveness when brought into such close contact 
with Francia, but who is always inspiring, en- 
lightening, and sumptuous, with a great love 
for beauty, a quiet religious dignity, and a 
charm which can easily be felt. 
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Now turn to the opposite wall and look at 
the works of his friend. The earliest work in 
this gallery by Francia is not a painting at all, 
but is in niello. Item 586 is a frame contain- 
ing two works in metal, each intended as a 
pax, and worked by Francia in what 15 called 
niello. The little one is adorned with the arms 
of the Sforza and Bentivoglio families, and 
was probably intended as a wedding-gift from 
Giovanni Bentivoglio to his bride, Ginevra 
Sforza. It represents the Crucifixion, and is 
set within an arch bearing an inscription, and 
having above it a representation of Christ 
spreading out His wounded hands, with an 
angel on either side of Him. 

The other pax is a later one, and depicts the 
resurrection. It has on it the arms of the 
Felicini family and Ringhieri family, and was, 
like the first named, probably intended for a 
wedding-gift. 

These two panels of silver were —' 
in the following way. The design was cut 
with a sharp tool on the metal. А solution 
oí borax, to act as a flux, was brushed over 
the metal plate and thoroughly worked into 
the incised lines. A prepared powdered amal- 
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gam of silver, copper, lead, and sulphur was 
then shaken on to the plate so as to cover it 
completely. The plate was then heated over 
a charcoal fire, more amalgam being added 
as the powder fused upon any defective places. 
When the powder had become thoroughly 
liquid so as to fill up all the lines, the plate 
was allowed to cool. After that the plate was 
scraped down so as to remove all the super- 
fluous amalgam, leaving only what had filled 
up the incised lines; and then, lastly, the whole 
plate was carefully and finely polished till it 
presented the appearance of a smooth metal 
surface with a design upon it in gray-black 
lines. 

The method was a very favourite one, and 
was used for decoration of vessels of all kinds, 
especially those that were used at the altar, 
and was sometimes still further enriched, as 
in the case before us, by the addition of col- 
oured enamel. In process of time, it led to the 
discovery of the method of engraving, and the 
earliest prints that were made were niello 
proofs used by the niellist as tests of the prog- 
ress of his work. 

It was in this way that Francia began his 
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success as a niellist first, and then afterwards 
as a painter, but he always retained the ideas 
of a niellist and a goldsmith, and we shall be 
able to trace this habit of thought and action 
in his pictures. His earliest painting in this 
room is. probably the Crucifixion that is near 
to the works of Cossa and Costa on the wall 
close to the door. It is 373, and it will at 
once be noticed that the draperies are stiff and 
formal as if made of metal, that the hands are 
hard, and that the amount of fine detail in the 
picture bespeaks the goldsmith rather than the 
artist. 
The picture which Vasari calls the first that 
Francia painted is 78 and is dated 1494, but 
it is quite inconceivable that it was the initial 
work of the artist, as he must have painted 
many works ere he could have acquired the 
dexterity and skill that enabled him to paint 
this very lovely one. 

It was done for Francesco Felicini, and in- 
troduced into it can be seen the jewel that 
Francia did for the same church, that of the 
Misericordia, for which this altar-piece was 
painted, and which he was requested to intro- 
duce in the painting. It is a Madonna and 
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Child with Saints Augustine, Monica, John 
the Baptist, Francis, Proculus, and Sebastian. 
Mark the love of detail that is so clear in this 
picture, not only in:the jewel, but in the cope 
worn by St. Augustine, the clasps of the book, 
the chain worn by the donor, the staff carried 
by the bishop, and the decoration on the steps 
of the throne. Such details will always be 
found in the pictures of rancia, painted with 
infinite carc and attention and yet never al- 
lowed to detract from the right understanding 
of the picture, but treated as accessories with 
just the discretion that they needed. 

The picture which hangs so close to it was 
done soon after this one, and was the result 
of the great satisfaction given by Francia to 
the Bentivoglio, by the altar-piece painted for 
the Church of San Giacomo which we have 
seen earlier. This one was done for the son 
of the ruler, one Antonio, who was archdeacon 
of the city, and was part of an altar-piece 
commissioned from the two painters, Costa 
and his friend, for the Church of the Miseri- 
cordia. 

The lunette by Costa is still in the church, 
but so high up and in so bad a light as to 
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be almost invisible, and the predella we have 
already seen in Milan. With a view I suppose 
to subordinating his colour scheme to Costa’s 
cooler and quieter scheme, Francia has sub- 
stituted for his customary rich colouring a 
colder tone, and this has been intensified by 
the “ rifacimento ” to which this work has been 
treated. The persons who are introduced into 
this picture are not only Antonio the donor, 
who is kneeling in adoration and who is de- 
picted, as he has but so lately returned from 
the Holy Land, in the garb of a pilgrim; but 
opposite to him Girolamo Pandolfi di Casio, — 
his great friend, who had been on pilgrimage 
with him, and who was a poet and had re- 
ceived the laurel wreath, — and also St. Joseph 
and St. Augustine, and a person who is called 
St. Francis. 

We cannot examine each of the pictures in 
this room in full detail, or we shall not have 
any space for the consideration of other rooms, 
but Francia is so much the greatest artist rep- 
resented in the gallery, that it is well to devote 
special attention to him, even if others suffer 
thereby. Number 80 is a very lovely picture 
representing the Madonna and Child with four 
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saints, and here the effect of colour is remark- 
able. It is mainly green in its varying shades, 
and green can be found all over the picture, 
each shade harmonized in a wonderful manner. 
This work is called the Manzuoli altar-piece, 
having been commissioned by a lady of that 
name; the angel in it is of peculiar beauty. 

The strange crumpled effect of the draperies 
upon the ground. near the feet of each figure 
is due to the influence of Costa and is Fer- 
rarese, but as Francia developed he left this 
odd mannerism behind him, and we do not 
find it in his later works. 

The Scappi altar-piece (372), painted for 
Giovanni Scappus, belongs to about the same 
period, and represents St. Francis and St. Paul 
' with the Madonna and Child. 

Of the Annunciation there are two paintings 
in this gallery, 79 and 371, the latter being the 
earlier one of the two. It is dated 1500, and 
although a little crowded in arrangement is 
a very lovely picture. The four saints are 
grand figures, St. John, St. Francis, St. Ber- 
nardino, and a warrior saint, either St. George 
or San Proculo-Soldato. It was painted for 
a Franciscan church, and therefore has the 
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arms of the Order upon it. Notice also the 
painting of the birds and plants which are 
always in Francia’s pictures depicted with such 
accuracy and such care. 

The other Annunciation is a later one, ‘sim- 
pler in character, although not so late, and 
therefore not so simple as the one that we saw 
in Milan. Неге there are only two saints, 
one on each side of the Madonna, and the quiet, 
calm expression of the face of the Virgin is 
very delightful and attractive. This work 
(79) is a very grand piece of colour, red in 
all its tones, and exemplifies one more of 
Francia’s characteristics, the love he has of 
making one colour tone all the effect of the 
picture and give the key to its colour scheme. 

We have seen how green tones the Manzuoli 
picture, and appears even in the shot colour 
of the vestments in the mantle, the lining of 
the vestment, the armory, the hills, the 
columns, the dragon, and the throne. We may 
notice a blue effect in the Bentivoglio Adora- 
tion of the Child, a brown in 372, a reddish 
gray in 78, and here we find red ‘taking the 
same chief place. 

There are other works by Francia in the 
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room which require attention. We may look 
at the early Pieta (83), full of tender pathos; 
at the delightful Madonna and Child (499), 
with most characteristic beauty in the face of 
the Virgin, and gay, bright, irresponsible child- 
hood expressed in the Divine Infant; and we 
. may look at the quaint votive predella (82), 
small and full of strange mystical teaching, 
and painted for the Church of the Misericordia 
by a donor to commemorate the event to which 
I have given some attention in my book on this 
artist. 

Having now seen all the chief works by the 
- great artist in the room, it will be well to look 
at those painted by his son and successor which 
are above them in the higher tier numbered 
84, 85, 86, 87, and 588. In them will be seen 
the same idea of glorious colour that char- 
acterized the father, but it is harder and cruder 
in tone, and Giacomo has not the ability to 
melt one hue into another that his father 
possessed in so preéminent a degree. There is 
far less originality, much more stiffness, and 
a lacking in inspiration that is very marked; 
and after a careful examination of the father’s 
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works, you will not care to devote much atten- 
tion to the son. | 

We will now leave this room, but if you аге 
sufficiently interested in Francia to carry your 
investigation further, I can recommend you to 
visit the Church of the Misericordia which is 
outside the walls of the city, just beyond the 
Porta Castiglione, and which was in Francia’s 
time the most popular church in Bologna, and 
the one for which many of his greatest works 
were painted. In it you will find the part of 
the altar-piece done by the two friends which 
Costa painted, a curious fresco by Francia, 
and above all some lovely stained glass in two 
circular windows that were designed and col- 
oured by the artist. Then in the Archigin- 
nasio, in the inner library, you will be shown 
the earliest work of Francia that remains in 
Bologna, a Crucifixion, which is very full of 
the goldsmith characteristic, and is curiously 
hard and angular in its draperies and limbs. 
It is redolent of the niellist to a greater extent 
than any other work. 

In the Church of San Vitale ed Agricola in 
the Via San Vitale you will find a very archaic 
sacred picture to which Francia has painted 
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some angels playing on musical instruments, 
placing his canvas over the original picture, 
which can be seen through a large oval in it, 
and adding his delightful angels at the desire 
of the people who worshipped at the church, 
in order to give additional honour to their fa- 
vourite Madonna. 

Another interesting. work of the same artist 
can be found in the Palazzo Comunale, in the 
building over the entrance of which can be 
seen the figure of the Pope, which I told you 
was transformed into that of the San Petronio. 
It is up-stairs on the first floor, and is a fresco 
painted on a wall to commemorate the safety 
of the city during a terrible earthquake of 
1505. It is undoubtedly a genuine work of 
the master’s own hand, and has an interesting 
inscription underneath it. 

Lastly, you may care to see a work of Fran- 
cia’s early days, a Madonna and Child which 
is in the third chapel on the right in the Church 
of San Dominico, and which has ornamental 
crowns of metal-work attached to its canvas, 
quite spoiling the picture, which is very diffi- 
cult, if not.impossible, to see adequately, unless 
you can get the glass door which covers it 
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opened. Its position is over a very important 
altar at which several miracles are said to have 
been wrought, and by reason of which this 
extra adornment was given to the picture. 

All these pictures, and the quaint shield 
made by Francia, with some delightful niello- 
work around its border, preserved in the house 
of the Rodrigrez family and not often to be 
seen, will be found fully described in my work 
on Francia, but are noted here in case that 
you may care, when in Bologna, to make a 
fuller study of this artist and his works than 
the space of this book will allow me to set 
forth. 

We will now leave the Francia room and 
return to the next room, called D. 

The chief picture in this room is the cele- 
brated work of Raphael (152) representing 
St. Cecilia, which is considered the chief orna- 
ment of the gallery. The guides with per- 
sistent importunity will seem to begrudge every 
minute that you give to other works, unless 
you give what in their ideas is a proper atten- 
tion to this picture, which they seem to think 
is worth in merit all the others put together. 
It has unfortunately been so terribly restored 
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that whatever beauty it once possessed is very 
much a matter of the past. The sky has been 
scandalously repainted in the roughest manner, 
and all the delightful cherubs which filled the 
heaven, as they do now in the Madonna di 
San Sisto, at Dresden, and which can yet be 
seen in the sketches for this Santa Cecilia, have 
long ago disappeared, and therefore one of the 
greatest beauties of the composition has gone. 
The face of the Magdalen who stands by the 
side of St. Cecilia is still one of great loveli- 
ness, but the process of transferring the picture 
from panel to canvas and the repainting of 
many of the faces has ruined the rest of the 
work. The picture was painted for Elena dal’ 
Oglio, a relation of Cardinal Pucci, in 1513, 
and finished in 1515, and was intended for a 
chapel of St. Cecilia in San Giovanni-in- 
Monte, where now, in the transept close to the 
grave of the donor, a copy of the picture hangs. 
The faces must all have been very lovely, as 
traces of great beauty can stil be perceived 
in them, but at no time can the work have been 
one of Raphael's greatest successes, by reason 
of serious errors in its composition. Deserting 
the accepted method adopted by artists of his 
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period, notably by those of the Florentine and 
Bolognese school, of painting inanimate ob- 
jects from the object itself, and with accurate 
detail, Raphael in this picture gave a free rein 
to his imagination, and so spoiled the very 
feature of his picture which he desired should 
be important, and which, in the hands of such 
a man as Francia, would have been delightful. 

Not one of the musical instruments is cor- 
rect. The viol has its strings broken and yet 
the bridge stands upright, although nothing 
is holding it, and the tail is still strained out 
in the proper direction; the pipes of the organ 
are falling out of the frame as no pipes could 
possibly fall were the portable organ held in 
the position in which the saint holds it, and 
with the connecting string broken; the wooden 
pipes are broken across at just their strongest 
parts, where by no possibility could they have 
broken; and even the viol is itself broken 
where it is not in the least likely that it would 
have sprung, and in a manner into which the 
wood could not possibly go. 

The design is Raphael’s, the composition is 
delightful, and one of the faces is fine, but 
more than that I cannot with any honesty say; 
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and as regards real art, there are many pic- 
tures in the room that we have just left that 
are far finer and far more instructive than is 
Raphael’s St. Cecilia in its present condition. 

Opposite to it hangs a lovely * Perugino 
painted for the same church of San Giovanni- 
in-Monte, representing the Virgin in glory 
with four adoring saints, St. Michael, St. 
Catherine, St. John the Divine, and St. Apol- 
lonia. The St. Michael is the same figure that 
appears in the Certosa altar-piece in the 
National Gallery, but perhaps finer in figure 
and more refined in beauty (mark especially 
the hands) than in that celebrated work, while 
the other three figures are stately and impress- 
ive in their calm, isolated composure. The 
picture was painted in 1498, and in the follow- 
ing year I have ascertained that Perugino vis- 
ited Bologna to see to the hanging of the pic- 
ture, and there no doubt met with Francia, 
who was at that time in the full pursuit of his 
art. 

To that meeting I attribute much of the 
Perugino influence that appears in the works 
of Francia, or else to an earlier visit which 
the great Umbrian paid to Bologna. 
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Other noteworthy pictures in this room are 
61, a very fine Cima of the Virgin and Child, 
a lovely Bellinesque picture in its original 
frame and signed by the artist in full; some 
interesting works by Imola, notably 216, a 
dreary picture, but of pleasing colour; 292, 
a very Raphaelesque picture, too rosy in col- 
our; and 89, a very effective work; 210 is 
by Giulio Romano; 198 is by Vasari, author 
of the “Lives of the Painters;” and 145 is 
by Tintoretto. 

There is nothing in Room C which need 
detain you for a moment, as all the pictures 
that it contains are by the various lesser men 
whom Bologna produced in such numbers. 

Room B represents the Caracci and their 
school. 

By Ludovico the founder there are — 42, 
Madonna and Child; 43, Transfiguration; 47, 
Conversion of St. Paul; 48, Madonna in 
Glory and others; but all of them are marked 
by extravagance, contortion, dense shadows, 
and dreadful faces. Mark especially the Ma- 
donna in 42. 

By Agostino there are— 34 and 35, hot, 
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dreamy, and theatrical, although good in tone 
on the whole, and accurate in drawing. 

By the greatest man of the three, Annibale, 
there are many works. 36 and 37 are exam- 
ples of mere beauty, some lovely faces, a de- 
lightful truth and accuracy in drawing, fair 
colouring, but an entire absence of spirituality 
or inspiration. 

Still later men are represented in 206, 207, 
and 208, which are by Domenichino, very 
theatrical, mystic pictures, emotional, power- 
ful, strong, but lacking in any gentle spirit, 
or in true devotion. They are exciting pic- 
tures, full of horror, especially 208, which ap- 
peals only to the lower emotions of pain and 
terror; and yet there is a grandeur about 
them, and ability and skill are marked in the 
technique, handling, and grouping. Mark in 
207 the presence in the hand of each person 
of a rosary, and the mystic character that the 
artist has given to the composition. 

The other important pictures in this room 
are still less satisfactory from an artistic point 
of view, and belong to a still later man, Guer- 
cino. The pathos in them is artificial and 
ignoble, the colouring and lighting unearthly 
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and exaggerated, the shadows absurdly dense, 
and the composition theatrical. 

The first room, A, is given up practically 
to Guido, by whom all the chief works in it 
were painted. The finest one is undoubtedly 
the rough sketch for the * Ecce Homo (142), 
which is far finer than the finished picture, 
bolder, more truthful, less emotional, and less 
forced in pathos. 

The chief work in the room is the vast 
Madonna della Pieta (134), which represents 
the Virgin and Child, and the chief saints con- 
nected with Bologna; and beneath them, as 
in Francia’s fresco of the Madonna Terremoto 
in the Palazzo Comunale, a view of the city 
with its walls and towers. There is no doubt 
that at times Guido proved himself to be really 
great. In style and colouring he was at times 
delightful, but he never could keep up ‘to the 
high level throughout a picture, and in this 
one there are parts which are merely silly sen- 
timent. The picture is, however, interesting 
and imposing. | 

In 135, the Slaughter of the Innocents, it is 
horror that is depicted, and not grief. There 
is no pathos in Guido, unless it appears in 
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the Ecce Homo sketch; all the rest is theat- 
rical. 

The banner picture (138) must not be over- 
looked. It was painted to be used as a pro- 
cessional banner, and is certainly a good com- 
position, and better in colouring than others; 
but it was too quickly painted for the artist 
to be able to put much conscientious work into 
it, and there is very little feeling to be dis- 
covered in it. | 

In this room there is, however, one really 
fine picture of quite a different school (360), 
in the centre of the room, the work of Niccolo 
da Foligno, called Alunno. Here is the work 
of a man of another age, deficient, if you like, 
in the knowledge that these later men pos- 
sessed, but full of devotion and reverence, 
having plenty of time and plenty of desire to 
paint a picture that should tell the story that 
existed deep down in his own mind, and which 
he felt he must translate into colour to the 
best of his ability, and then offer as an ex- 
pression of devotion to her in whose honour 
it was painted. It was done in 1482, a very 
early date compared with what we have been 
examining. It is strange, weird, and perhaps 
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hard, but there is an inspiration in it which 
all these vast canvases of the later time wholly 
lack. 

Now return through the whole suite of 
rooms to the Francia room again, and leave 
it by the other door, turning into the corridor 
for a few minutes. 

Here are the Primitives again. We shall 
not find accurate drawing; we shall notice 
strange colour and technique, and a gradual 
striving after better things; but we are back 
from the times of theatrical trickery to the 
times of devotion. 

205 is an important early Venetian work by 
the Vivarini, 1450. 

102 is by Giotto, simple, direct, telling its 
story well; just the faces and no more; quite 
a delightful work. | 

202 is said to have been painted by that 
local saint of high repute, St. Catherine Vigri, 
and represents St. Ursula. It is a picture of 
1450. 

Then there are numerous works by Avanzi, 
by early Bolognese men, by Lippo Dalmasio, 
Simone da Bologna, and by unknown artists; 
but this little gallery will repay some careful 
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attention, and will quiet you after the over- 
whelming effect of the later pictures, and en- 
able you once again to collect your ideas and 
gather up your scattered thoughts into focus. 

Only the first part of this gallery (entering, 
that is, from the Francia room) will need at- 
tention; all the rest can be passed by entirely. 


CHAPTER V. 


EXCURSIONS 


Б there is sufficient time it is well for you to 
try and see the old Olivetan church, called 
San Michele in Bosco, that stands about two 
miles from the Porta d’Azeglio. To do so 
you have to write to the director for an order, 
and at your hotel you will be informed to 
whom to address your letter. The order is 
sent to you the next day at your hotel, and 
the church can be seen on certain days only. 
It is superb, situated on the top of a very high 
hill, and it can be easily reached by going most 
of the way by tram, and walking the remainder 
of the distance. | 

On arriving, one word of caution is needful. 
The whole convent is now occupied as an 
orthopedic hospital, and the order admits you 
first to this hospital, of which the authorities 
are very proud; and unless you are very deter- 
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church and the frescoes you will first of all be 
taken through the hospital, and worried by the 
sight of horrid instruments, operating-rooms, 
wards, nurses, and poor cripples with all sorts 
of terrible complaints. 

The system is to take the visitor through 
all this distressing sight in order to obtain for 
the custodian a fee before you are allowed to 
enter the deserted church, which the authori- 
ties consider of far less importance than their 
hospital, with all its instruments of torture. 
If you are quite firm in your refusal, however, 
to cross the steps of the hospital, you will be 
taken into the church through a lovely door- 
way, the work of the celebrated Peruzzi, pass- 
ing two exquisite holy-water basins, and will 
see some fine intarsia work in the stalls. The 
cloister contains some interesting ruined fres- 
coes by the Caracci much more important than 
their paintings, and in the refectory you will 
find a very attractive series of views of all the 
houses of the Order, forming a charming dec- 
oration. There is not very much in all to be 
seen, but the excursion is worth taking, as 
the exterior of the church is good, its position 
delightful, and the frescoes in the cloister and 
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those in the choir by Innocenzo da Imola are 
important in the history of Bolognese art. 

Another excursion that can be made is to the 
Certosa, which is now used as a Campo Santo. 
This also can be reached by tram, with a short 
walk from the point where the tram stops. 
The actual cemetery is not interesting, but the 
Carthusian church has some excellent stalls in 
it, some good fresco-work by Ludovico Ca- 
racci, and is an interesting piece of fourteenth- 
century architecture. Close to it will be seen 
the beginning of the interminable colonnade, 
which leads, after nearly three miles of walk- 
ing under cover, up to the sanctuary of the 
Madonna di San Luca, the most sacred place 
in the neighbourhood. The church contains 
the miraculous picture said to have been 
painted by St. Luke, and regarded with much 
veneration; but besides that there is only an 
early work of Guido to be seen, and the view 
to the visitor, which is of great beauty, is the 
chief attraction. 

There are many delightful drives about the 
outskirts of Bologna, and some interesting 
villas that can be visited if time and inclination 
permit, 


Part IV. 
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Part IV. Ravenna 


CHAPTER I. 


HISTORY OF RAVENNA 


AVENNA is like no other town in Italy. 
It stands quite apart from all others and 
is entirely distinctive. It can be compared | 
with no other place, and the page of history 
which it illumines is lighted up by no other 
place in the world. To properly understand 
it, Ravenna is the only guide, and since the 
time of the city’s great prosperity, it has prac- 
tically stood still; has crystallized with all its 
relics about it; and now reveals them to the 
visitor who steps back in Ravenna to the very 
early centuries, from the fourth to the eighth, 
and finds that the whole history of the place 
is in those early times. 


In Roman times it was not so much one 
213 
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town, as a collection of three, which were so 
closely intertwined as to be one in complete- 
ness. There was Ravenna proper; there was 
the port of Classis founded by Augustus, and 
then there was the long line of houses called 
Casarea, which connected Classis with Ra- 
venna. Of this last, nothing but a church and 
a few cottages remain; of Classis, only the 
great basilica of Sant’ Apollinare in Classis and 
a few cottages close by; and only Ravenna 
itself, much shrunken from what it was, now 
stands to tell us of the past glories of the place. 

The chief history of Ravenna, however, 
commences with the time of Honorius, the 
son of Theodosius, who reigned from 395 to 
423 over the Western Empire, his brother 
Arcadius taking the Eastern. 

Honorius, whose reign was one long war- 
fare with the Goths and other barbarian 
people who were at this time increasing in 
their power and desire to obtain the country, 
and who attacked Rome over and over again, 
removed his court from the Eternal City to 
Ravenna and made that his capital. Sheltered 
behind its malarious plains and its watery flats, 
he lived in a greater security than he had done 
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in Rome. Here was the seat of the Roman 
power during, not only his reign, but that of 
his son Valentinian III., Majorian, and others 
(emperors only in name) who succeeded him. 
In 475, after the death of the last of these 
nine puppet emperors, Romulus Augustulus, 
there was a barbarian ruler in the person of 
Odoacer, and he held his court at Ravenna, 
as by that time Rome had been sacked by the 
Vandals, and the last important link that bound 
together the two empires had been broken. 
Then a new power came into play, that of 
the Ostrogoths, and Ravenna was besieged by 
Theodoric, the King of the Ostrogoths, who 
had invaded Italy. For three years he attacked 
Ravenna, and at last, by a blockade, forced 
Odoacer to surrender the city, and slew him. 
Theodoric reigned in Ravenna for thirty- 
three years, and to him many of the greatest 
buildings in the place owe their existence. 
Here he was buried, and here his tomb (de- 
spoiled of its contents) still remains a monu- 
ment to the devotion of his daughter Amala- 
suntha, who was murdered a few years after 
her father’s death. 
The death of Theodoric, who was a strong 
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ruler, was followed by the accession of succes- 
sors who were weak and unable to hold to- 
. gether the united Gothic kingdom which The- 
odoric had by his own prowess and skill 
brought into existence. 

A powerful monarch was now on the throne 
of the Eastern Empire, reigning at Constanti- 
nople in the person of Justinian, and he desired 
once again to unite Italy to his dominions. 
His great general, Belisarius, went forward 
with a large army, and in 536 regained Rome. 
The Goths made a strong attempt to retake 
it, but were beaten off, and retreated to the 
powerful stronghold of Ravenna, whither Beli- 
sarius promptly followed them. Here he 
found there was disaffection, and a strong 
sense of dissatisfaction with the Gothic king, 
Vitigis, who had allowed himself to be over- 
come. Belisarius attacked Ravenna, and by 
the help of those who were disaffected was 
enabled to enter the place and take it. The 
Goths thought that he would, with the capture 
of Ravenna, himself assume the chief power 
in Italy, but he was true to the emperor who 
had sent him, and once again was Ravenna 
united with the Roman Empire. Amalasuntha 
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had, soon after the death of Theodoric, placed 
herself and her kingdom under the protection 
of Byzantium, but now the union was com- 
pleted. 

Then for a couple of hundred years Ra- 
venna remained united to, or dependent upon, 
the empire, which ruled from Constantinople, 
and was governed by a series of exarchs, com- 
mencing with Narses, who was the successor 
of Belisarius. 

In 728 a fresh ruler came upon the scene, 
as the city was taken by the Lombard king, 
Luitprand, whose name we have seen on the 
font in the Atrio di Pilato in San Stefano 
in Bologna. 

He captured first the city of Classis, which 
was still the port of the city, and then marched 
against Ravenna and took it. His successor, 
Aistulf, reigned in Ravenna, and then he in 
his turn was driven out by the Franks under 
Pepin, and then the city was given over by 
his successor, Charlemagne, to the Holy See, 
and became the initial portion of the Patrimony 
of St. Peter. | 

Charlemagne visited Ravenna, carried off 
from it a brazen statue of Theodoric and the 
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marble columns of his palace, and decided to 
build the new cathedral which he was erecting 
at Aix la Chapelle on the model of San Vitale 
in Ravenna. 

- From his time, with certain intervals, dur- 
ing the thirteenth, fourteenth, and fifteenth 
centuries, Ravenna remained attached to the 
Holy See. In the thirteenth century a certain 
Pietro assumed the dignity of Duke of Ra- 
venna, and his son followed him in the titular 
dukedom. Then the Emperor Frederick II. 
came against Ravenna, and, driving out the 
dukes, held it for a time; but in his turn he 
was driven back by the forces of the Pope, 
and Innocent IV. attached the place once more 
to his possessions. In 1275 another change of 
a temporary character took place, as an im- 
portant local family, the Polentani, came to 
eminence and position, and ruled Ravenna, 
- nominally in the name of the Pope, ostensibly | 
as a republic, but actually as a kingdom of 
their own. Their rule did not last for a great 
while, and then the citizens, finding that the 
papacy had other matters in hand that were 
occupying attention, placed themselves under 
the protection of Venice in 1441, and were 
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well and wisely ruled by the great republic 
for some sixty years. Again in 1509 Ravenna 
was given back to the warrior Pope, Julius II., 
by the republic of Venice, which was unable 
to hold it any longer, and once again Ravenna 
had its old rulers. | 

But three years after this event the neigh- 
bourhood was the scene of a great battle when 
Louis XII. with his forces, under the com- 
mand of Gaston de Foix, attacked Ravenna, 
and in 1513 was fought the battle of Ravenna, 
at which Gaston de Foix was killed, and which 
gave the victory to the French, although their 
terrible losses at the hands of the papal and 
Spanish forces did not permit them to follow 
up the victory. 

This was practically the last event of impor- 
tance that was a part of the history of Ravenna, 
and from that time down to our own it re- 
mained an important city, sometimes the chief 
and at other times the second in importance 
in the state of Romagna. It has thus had a 
very eventful and moving history. Its strong 
position at the mouth of its river, surrounded 
by vast watery plains, with the sea up to its 
very doors, which, gradually leaving it, con- 
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verted its shallow part into a morass and then 
into an unhealthy flat land, has been its 
strength; while the difficulty of approaching 
it, and its out-of-the-way position, have en- 
abled it to retain and preserve the monuments 
in which it is so rich, and which relate so 
exclusively to its very early history. 

It is Gothic, Ostrogothic, and Byzantine his- 
tory that we can learn in Ravenna, as of its 
later history little remains; but in Gothic and 
Byzantine monuments, no other town is so 
rich and no other place can so perfectly set 
forth the art and craft of that period. 


CHAPTER II. 
CHURCHES AND MOSAICS 


HE oldest buildings in Ravenna are the 
baptistery, that stands close to the cathe- 
dral and is also called San Giovanni-in-Monte; 
the chapel of the archbishop, which is іп the 
rear of the cathedral, and the cathedral itself. 
They all stand within five minutes’ walk 
of the Hotel Byron, to which all visitors go, 
and we will commence our inspection with the 
** baptistery, which is, in its way, one of the 
most lovely as well as one of the most inter- 
esting buildings which the city has to show. 
It is said to have been founded by the good 
archbishop of the see, Neon, in the late fourth 
century, and ornamented by his successor, 
some fifty years after its erection. It is a 
very simple, plain building of octagonal form, 
with the plainest of brickwork decoration upon 
it, and a delightful tent-shaped roof of red 


tiles. 
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Inside it is a perfect glow of colour and 
glorious decoration. The mosaics of Bishops 
Neon and Maximian still gleam as brilliantly 
as they did when first erected, and as a com- 
position the whole scheme is wonderfully fine. 

In the centre of the dome is a representation 
of the baptism, with the name of the river 
Jordan clearly marked, and then around this 
central circle is a still larger one with the 
twelve apostles, each bearing a crown and hav- 
ing his name near by. 

These twelve figures are of surpassing dig- 
nity, and appear to move round this dome 
with a swing and grace that is very remark- 
able. They are rather tall and not so well 
proportioned as other mosaic figures which we 
shall see hereafter, but they are wonderful ex- 
amples of such early work, and are specially 
interesting, inasmuch as they have never been 
restored and are in the condition in which their 
makers left them. 

Below them is yet another circle of mosaic 
decoration also untouched, and representing 
the four books of the Gospels, open upon four 
altars, and between them four thrones of 
dominion with crosses. Around the baptistery 
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are eight columns, and from them rise span- 
drils which are covered with mosaics of gold 
wreaths on a blue ground of grand effect, and 
between them, on oval backgrounds of gold, 
are eight prophets draped in white garments. 

Above them rises another colonnade, com- 
posed of eight arches, each subdivided into 
three more, the central one of which contains 
a window .and the two side ones figures in 
relief, which are probably made in a species 
of plaster-work. 

From the tops of these eight large sub- 
divided arches starts the band of mosaic work 
that contains the thrones and altars. 

The mosaics on the arches that rise from the 
eight marble columns have been restored in 
1897 and 1898 by the authorities in Florence, 
and therefore only the design and character 
of this work is genuine, but all the rest is un- 
touched and the whole effect of this brilliant, 
sumptuous decoration is very wonderful. 

There are four inscriptions around the bap- 
tistery in mosaic relating to baptism, and 
between some of the arches are set fine exam- 
ples of porphyry and marble arranged in 
geometric pattern. In the centre is the huge 
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font, which was intended for baptism by im- 
mersion, and to which is attached a curved 
. ambo or pulpit in which the officiating priest 
would stand. The font is of white marble 
and has slabs of fine porphyry. 

It will be noticed that this building is con- 
siderably below the level on which it was first 
erected, and the bases of the columns are to 
be found covered by the floor, which has been 
raised. This is a feature of buildings in Ra- 
venna which will be constantly noticed, and 
is the result of the character of the soil, which 
is marshy and wet. This particular building 
is several feet below its right level and is still 
falling. 

On its roof is to be seen, at the very apex, 
a metal cross bearing the following inscription, 
which records its erection by Archbishop Theo- 
dorus in the later part of the seventh century: 
* Dedonis Dei et Sce Marte. Е. Е. Lerunt Tem- 
poribvs dn Theodoro Apostolicum.” 

Near to the door can be traced the mono- 
gram of Bishop Neon. | | 

Now cross the road and enter the ** cathe- 
dral, which in its foundation is as old as the 
baptistery, but has been so entirely altered and 
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rebuilt that nothing of the exterior save the 
detached campanile remains of the original 
building. The interest of this building con- 
sists in what it contains, notably in the sacristy 
the ** ivory chair of St. Maximianus, which 
was made in the early part of the sixth cen- 
tury, and save for its being carried away to 
Venice in 1001 has been in this church ever 
since it was first made. It was certainly made 
by Orient craftsmen, and has in the front the 
monogram of Maximianus Episcopus, and 
around it fine delicate carvings of St. John 
the Baptist in front, the evangelists on the 
right and left, and the history of Joseph at 
the sides, and the miracles of Christ at the 
back. | 

Some of the panels are missing, and are 
replaced by poor copies; one of the missing 
panels is in Milan, and another in Rome; 
others are in Naples and in Pesaro, but it is 
not known what has become of the rest of 
them. 

The carving is clear and well defined and 
full of character, and the panels are sur- 
rounded with delightful arabesque decoration 
of an excellent character. This chair is one 


226 Cities of Northern Italy 


of the great treasures of Europe, of excep- 
tional interest, and should be carefully exam- 
ined. Have it turned round so that you can 
see it well and appreciate its delightful work. 
The scenes of Joseph in Prison and In the 
House of Potiphar’s Wife are especially quaint 
and interesting. Mark the peacocks in the 
border, and the excellent manner in which all 
the carving is undercut. 

In the same sacristy are preserved the ex- 
quisite cope which belongs to San Giovanni 
Angeloptes, who was Archbishop of Ravenna 
in the fifth century, and which was remounted 
in the ninth or tenth century, and is of great 
beauty. The griffins and lambs on the cross 
of cloth of gold are delightful. 

There is also to be seen the altar-cross of 
Sant’ Agnello, archbishop in the sixth century, 
which is of silver and enamel, but it was al- 
tered in the sixteenth century, and only a part 
of what one can now see belongs to its very 
early history. 

A more important relic of this archbishop 
is found standing close to the high altar, in 
the ancient processional cross of silver. This 
bears upon it in relief the Crucifixion, God the 
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Eternal Father, the Madonna, St. John, and 
St. Mary Magdalen on one side; and on the 
other, St. Apollonia, and the symbols of the 
evangelists, with an inscription recording that 
the name of the engraver who decorated the 
ancient cross with these later reliefs in 1366 
was Andrea. 

Behind the altar will be found, fastened into 
the wall, two curved pieces of marble, which 
were, as the inscription upon them shows, part 
of the ancient ambo or chair used by Sant’ 
Agnello in the original cathedral, in the sixth 
century; and also some pierced marble slabs 
that were over the remains of martyrs in the 
confession of the original cathedral, and which 
date back to the same remote time. 

Then there are four splendid stone sar- 
cophagi to be seen, two in the second chapel 
on the right, in which were buried St. Exupe- 
rantius and St. Maximianus (to whom the 
chair belonged), and two in the transept, in 
which were buried St. Barbatian, the confessor 
of Galla Placidia, and San Rinaldus. These 
are sixth-century coffins, having upon them the 
bay leaves of conquest and honour, the palms 
of victory, two saints bearing their coronals 
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as an offering to Christ, and candles with the 
cross and the host on the ends. 

We shall see many more of these splendid 
tombs ere we leave Ravenna, and recognize 
on them the love of symbolism which charac- 
terized their makers and the period in which 
they were made, and which was the method 
of teaching that was so needful in those early 
days. | 

Now tum round to the back of the cathe- 
dral, pass under an arch, up some stairs, and 
enter the ** chapel of the archbishop, which 
is connected with the Duomo. 

The anteroom through which you pass to 
gain the chapel is filled with ancient Roman 
remains and interesting early Christian in- . 
scriptions; and beyond it is the chapel. 

St. Pier Cristologo was archbishop in the 
early part of the fifth century, and he it was 
who built this chapel and had it decorated in 
mosaics. His monogram, in the curious en- 
twined arrangement that is so often to be 
seen in Ravenna, is to be found in mosaic 
in an arch of the chapel, and is composed of 
all the letters forming the word Petrus. 

The mosaics in the ceiling of this chapel 


'VNNSAVH “AYALSILAVA ANV IVUYGAHLVD AHL AO AVAU 


Ravenna . 229 


are the original ones of the fifth century, and 
have only been repaired in places where some 
bits of the work have dropped out by reason 
of the damp. 

There are four glorious angels, and opposite 
to them the four symbols of the evangelists; 
then there are two representations of the Christ 
with the twelve apostles, six on either side, 
and it should here be noted as a curious fact, 
that in these early Ravennese mosaics, the 
Apostle St, Paul is included with the twelve. 
The names are easily seen to be SS. John, 
James, Peter, Andrew, Philip, Bartholomew, 
Matthew, Thomas, James (the less), Thad- 
deus, Simon (Zelotes), and Paul, omitting 
Judas and Matthias. 

Then on the right are six male saints, Da- 
mian, Fabian, Sebastian, Chrysanthus, Chry- 
sologus, and Cassianus, and on the left six 
female saints, Cecilia, Eugenia, Eufemia, Fe- 
licitas, Perpetua, and Daria, with the sacred 
symbol between each three. The reason of the 
introduction of San Cassiano, was that he was 
the patron and protector of Imola, the good 
bishop’s native place, and that consequently, 
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San Pier Cristologo had a peculiar devotion 
for that saint. 

The faces are full of calm dignity, those 
of the Christ especially, and on the drapery are 
the words, “ Ego Sum Via Veritas et Vita.” 

The ceiling has upon it crosses and birds, 
and the whole decoration is wonderful in 
beauty and effect. 

Behind the altar are other mosaics of the 
Madonna in the centre, inscribed “ Sca 
Maru,’ and two saints, one on either side, 
San Vitalis and Sant’ Apollinaris. These are 
much later mosaics, belonging to the twelfth 
century, and were originally in the cathedral, 
whence they were brought to this chapel in 
1796. 

The frescoes, which are by Luca Longhi, 
are of no importance. To those who are in- 
terested in manuscripts it may be well to men- 
tion that on the floor above there is a small 
but very choice library of MSS. and papyri, 
but it is not well for any save experts to trouble 
to visit it, especially if you are pressed at all 
for time. 

The pavement of the chapel is worth notice, 
as it is composed of that charming mingling 
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of marble and porphyry that is known as 
“ Opus Alexandrinum ” and which was so pop- 
ular at this period. 

Following the chronological arrangement, it 
will be well for us, when we finally leave this 
group of fascinating buildings, to go to the 
north of the city into the Via San Vitale, and 
without entering this fine church yet, pass it 
by and go into the ** tomb of the Empress 
Galla Placidia, which lies behind it, and is also 
called the Church of San Nazaro e Celso. 

I must warn you, however, that the mosaics 
in this interesting place are being restored, 
and that the building itself has been so re- 
stored and repaired as to present quite a fresh 
appearance, so that but little can be seen of the 
original edifice. 

It is called “а well-preserved monument,” 
and undoubtedly in some ways that is so, as the 
original idea of the place, its plan, its arrange- 
ment, can all be seen exactly as they have 
always been; but the “ rifacimento ” to which 
it has been exposed has taken away from the 
structure that feeling of antiquity that is so 
needful in order that the right impression 
may be made by a building. 
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It is said that in the repair of the mosaics 
only those portions that have dropped out are 
being supplied new, but it is more than that, 
as tessere are being used in the new work that 
are of a kind which the old mosaicists never 
used; the colours are of a different tone from 
the old ones, and the work is more rigid, exact, 
and true than was the old, and so much the 
more mechanical. Even if it were not so, 
new work can never be the same as old. It 
is a copy of what has preceded it. It is not 
the original creation of the artist’s mind, and 
although it is not difficult for us to fully appre- 
ciate the desire of the Ravennese to repair the 
destruction caused by the damp, yet it seems 
better to us to allow the damage to be seen 
and recognized than to spend great sums in 
making it up, and so take away from the 
entire scheme that charm of untouched antiq- 
uity that it possessed for so long a period. 
The constant visits of tourists to Ravenna have 
not done the place any good, and now the 
work of renovation is going on in the city at 
so great a rate that soon there will be little left 
that has not been restored. "There is no doubt 
that in the past these monuments have suffered 
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much, and that they will be glorious in the 
future, brave with fine marble and mosaic, 
but they will be copies of what has been rather 
than grand and impressive originals; and 
where it is difficult if not impossible to tell 
what has been repaired and what has not, the 
whole work is likely to suffer in public esti- 
mation, and I think rightly so. 

Outside, the tomb has been scraped and done 
up; inside the walls remain very much as they 
were as far as the springing of the arches, 
but the workmen are now covering up the 
bare walls with slabs of Siena marble, restor- 
ing the walls, as they inform you, to what 
was their original condition of beauty. The 
cupola is covered entirely with mosaic which 
was a few years ago untouched, but is now 
being “touched up,” as it is called; mingled 
with the old work is modern mosaic, which is 
brilliant and showy. 

The designs certainly are the old ones and 
are very fine, and much of the mosaic is old. 
In the dome is a cross in the centre upon a 
ground of blue stars, and at the four corners 
of the dome are the symbols of the evangelists 
grandly presented. Over the door is Christ 
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as “ The Good Shepherd;” and opposite to 
it, behind the altar (which at this moment is 
put away in San Vitale while the work is 
going on), is another representation of Our 
Lord casting heretical books into a fire, so con- 
trasting two of the main elements of faith — 
that of love for the sheep and that of condem- 
nation of error. Around are figures of the 
prophets or apostles, probably the latter. The 
influence of classic art is very clearly to be 
seen, especially in the two doves drinking from 
the vase, which is a thoroughly classical de- 
vice; and also in the stags at a fountain, and 
in the arabesque decoration of the ornaments 
around the arches and within their vaults. 

The little chapel is a wonderful glow of 
colour, and, with all its restoration, we must 
be thankful that so fine an example is left of 
the work of the mosaicist. We can feel the 
influence of the Oriental love of colour, im- 
planted upon the classical ideas of fine design, 
and in its deep jewel-like blue, its solemn dull 
red, its gold circles, its masses of pure un- 
earthly white, it seems to shine as with the 
fierceness of fire, and the light travels over its 
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broken surface revealing new charms with 
every fresh position. 

It is but a tiny chapel, but it contains, besides 
its mosaics, the tombs of two Cæsars, the only 
ones of all that long line of rulers which now 
stand in the position in which they were orig- 
inally placed; and at the end, near to the stone 
sarcophagi of Honorius II. and Constantius П., 
is the tomb of Galla Placidia herself, who built 
the chapel. She herself used to rest within 
that tomb, and there for eleven hundred years 
she sat, robed in state, and wearing her crown, 
but as the Renaissance crept into Italy, she — 
emblem of an earlier art — perished through 
the carelessness of some children, who in 1577 
introduced a lighted candle into her tomb, 
through the hole that may yet be seen at the 
side, and in a moment everything was con- 
sumed — empress, robes, cypress wood chair, 
and all. Now there only remains the huge 
stone sarcophagus, those of the two emperors 
and two others, one of which has the bones 
of young Honoria, daughter of Galla Placidia. 

Ravenna owes other buildings to the genius 
of Galla Placidia, who was sister to Honorius, 
and who, having been the wife of the Gothic 
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king, had as her second husband, Constan- 
tius III., whose son became Valentinian ITI. 

She founded the Church of San Giovanni 
Evangelista in 420, out of gratitude for preser- 
vation during a storm on a voyage from By- 
zantium to her capital, Ravenna; but beyond 
some fragments to be found in a chapel dedi- 
cated to St. Bartolomeo, there is nothing of 
the church of her period to be seen. 

The relief over the door of St. Giovanni 
Evangelista, which commemorates the vow, is 
of thirteenth or fourteenth century date, but 
contains in it a part, although small, of the 
far older stone which may have been contem- 
porary with the church. Inside on the left of 
the entrance in the corner is an ancient marble 
chair, which belonged to the Abbot Benevento, 
of 1267; and near to it is a curious terra-cotta 
group of the Madonna and Child with angels, 
belonging to the sixteenth century. 

The marbles in this church and in the one 
of San Giovanni Battista in the Via Girolamo 
Rossi, which Galla Placidia erected for her 
confessor, St. Barbatian, whose sarcophagus. 
we saw in the Duomo, are of great beauty, 
especially some of verde antico, which are at 
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the altar of this latter church. The campanile 
of San Giovanni Battista should also be no- 
ticed, as it is an ancient one, and belongs to 
the original church; but the interior of the 
church has been so modernized as to be hardly 
worth attention, and it is in fact only the cam- 
panile outside and the marbles inside that 
make it worth attention. 

Galla Placidia built also Santa Croce, which 
stands close to her tomb, and in which she 
worshipped, but which is now not worth visit- 
ing; its campanile alone stands to recall its 
founder. Her medals and coins can be seen 
in the museum, as she held imperial power for 
awhile, and exercised a very real and deter- 
mined sovereignty over her people in Ravenna. 

The Church of *San Francesco, which 
stands close to the hotel, is another building 
well worth notice, and if evidence is needed 
as to the soil on which Ravenna stands, and of 
the imminent danger that threatens some of 
the buildings in the city, let me recommend 
you to look down into the crypt under this 
fine church, which will be found actually full 
of water. 

The sights of this church are not many, 


238 Cities of Northern Italy 


the chief perhaps being the tomb of San 
Liberio, which is the altar of the chapel at 
the extremity of the right aisle, and which is 
a sculptured sarcophagus of the late fourth 
century. It is still used, as it has always been, 
so conservative is the Church in Ravenna; 
and on the altar, the Mass is said in the same 
fashion in the twentieth century as it was when 
first the saint was buried there, and with the 
same words. 

The slab of dark red Verona marble that is 
upon the floor close to the entrance door, dated 
1331, seems quite modern beside the other 
treasures of the place. It commemorates a 
lord of Ravenna, one Ostasio Polenta, who, 
being a tertiary of the Franciscan Order, was 
buried in the habit of the Order, and is so 
represented on his tomb. His face is worth 
attention; it is a very fine piece of sculpture. 
The name of that family will always be re- 
membered in connection with their kindness to 
Dante and also for the fact that Francesca da 
Rimini was the daughter of Guido da Polenta 
and a descendant of this Ostasio. 

The general of the Order, who died in 
Ravenna of fever in 1405, is buried on the 


Ravenna 239 


left of the church, and a similar slab of marble 
covers his tomb. He was over ninety years 
of age, as the inscription states, and yet it 
says that his death was very unexpected, and 
he himself anticipated a much longer life! 

All the marble in this church is worth notice, 
especially the two lovely columns at the chapel 
of the cross, the second on the right. San 
Francesco is a very popular church in Ravenna, 
and will be found thronged with people at 
the early masses, and engaging the attention 
of numerous priests; and on the great festivals 
of the saint, notably on Ist and 2d of August, 
the church is almost inaccessible by reason 
of the people who crowd it for the “ Perdono 
di San Francesco.” 

The Church of Sant’ Agata in the Via Maz- 
zini dates from about the same period, having 
been erected by Bishop Exuperantius in the 
fifth century, and bearing his monogram cut 
into the second column on the left. The sim- 
ilar monograms of two other archbishops, 
Sergio and Agnello, can be seen in the arch- 
way of the altar in the nave to the right. 
Both of these saints are buried beneath the 
altar. The pulpit is from a pagan building and 
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appears to have been cut from a piece of a 
marble column. It was, it is said, discovered 
in the ground close by the church at the time 
of the erection of the building. 

This church is principally notable for the 
beauty of the marbles that it contains, which 
comprise bigio antico, cipollino, porphyry, 
granite, and several fine Greek marbles; the 
capitals of the columns are also well worth 
attention, and some of them are of consider- 
able importance. 

We must pass on, however, to another 
period of the history of the town, and see what 
there is that recalls the Ostrogoths and their 
Emperor Theodoric in Ravenna. 


PALACE OF THEODORIC, RAVENNA. 


CHAPTER III. 
THE TIME OF THEODORIC IN RAVENNA 


F the * palace in which Theodoric once 
dwelt there is but little to be seen. The 
ruined walls, for they are no more, are close 
to the Hotel Byron in the Corso Garibaldi, 
straight up from the hotel. There is only left 
a great massive wall with some marble 
columns, eight above and two below, support- 
ing the brickwork, and some crumbling walls 
and remains of arches and windows behind it. 
All that was good was carried away by Charle- 
magne when he visited Ravenna, and all the 
fine marble columns (in this city of fine 
and rare marbles) were taken off and dragged 
away across Italy to Aix-la-Chapelle, and 
placed in the new cathedral which Charles the 
Great was erecting, and which now is one of 
the most interesting buildings in Germany, 
and the only one that has to do with the period 
which can be studied in Ravenna. Marble 
241 
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and mosaics, porphyry and bronze, carved 
stone, ivory and silver work, all were carried 
away to Aachen, and nothing now remains 
since the eighth century, when Charlemagne 
came to Ravenna, to tell us of the home of 
Theodoric but these bare walls, and a porphyry 
bath that we shall see in the museum. 

Of the work of Theodoric there is much 
evidence remaining, and it is of a splendid 
character. 

A dozen yards from the palace stands the 
** cathedral which Theodoric built for his 
Arian bishops. - 

The very mention of this great heres shows 
how strangely Ravenna has seemed to crystal- 
lize around itself events and controversies that 
the rest of Europe has forgotten. 

The whole nation of the Ostrogoths was 
Arian in its belief. Arius had long been dead, 
the Councils of Nicea and of Constantinople 
had been held, and had pronounced against his 
heresy. Athanasius had fulminated his thun- 
ders against it, the Nicene doctrine had been 
confirmed, and within the Church the heresy 
could no longer be said to exist; but it rested 
longer outside the Catholic Church, and now 


Ravenna 243 


that the influence of Theodoric became the 
paramount power in Ravenna, Arianism began 
to raise its head. 

Theodoric was but thirty-three years master 
of Ravenna, and therefore his cathedral was 
consecrated very soon after its erection by 
Sant’ Agnello the Archbishop, for Catholic 
uses, but it and the baptistery, which we shall 
shortly visit, were need erected for Arians 
to use. 

The cathedral is called Sant’ Apollinare 
Nuovo, but originally it was dedicated to San 
Martino, and we shall soon have proof of that 
fact. It was “new” more than a thousand 
- years ago! In its time the bones of the saint 
whose name it now bears rested far away in 
Classis, whence they were removed (or said 
to have been removed, as some of the histo- 
rians state) for fear of capture by the Sara- 
cens; but now they rest again, according to 
the best of belief, under the altar of the church 
at Classis, in whose crypt the bones were first 
laid. 

The church has, however, lost its older 
name and retained its later one, and as the 
New Sant’ Apollinare we shall visit it. It is 


244 Cities of Northern Italy 


bare and plain on the outside, with a simple 
dignified campanile, but the interior is the 
finest in all Ravenna. 

It is hardly possible to conceive of anything 
more wonderful in the way of decoration or 
more beautiful than the long line of saints 
and virgins which stretches from end to end 
of the church. The saints are headed by St. 
Martin, and move forward in rhythmic array 
towards Our Lord, who is seated on a throne 
attended with angels, at the end of the long 
frieze that extends over the arches. There 
are, after St. Martin, SS. Clement, Sixtus, 
Laurence, Cyprian, Paul, Vitalis, Gervasius, 
Protasius, Hippolytus, ‘Cornelius, Cassianus, 
John, Ursinus, Namor, Felix, Apollinaris, 
Demetrius, Polycarp, Vincent and Pancras, 
Chrysogonus, Protus, Jovenius, and Sabinus, 
names which recall the very early church and 
some of the sainted bishops of this very see. 

Then opposite to them is a long line of vir- 
gins, twenty-one in number, who bear crowns, 
which they are bringing up to Our Lady, who, 
in similar fashion to the Christ opposite, is 
seated on a throne and attended by angels. 

The virgins are SS. Eugenia, Savina, 
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Christina, Anatolia, Victor, Paulina, (?) Da- 
ria, Anastasia, Justina, Felicitas, Perpetua, 
Agnes with her Lamb, Vincentia, Valeria, 
Crispina, Lucia, Cecilia, Eulalia, Agatha, Pe- 
lagia, and Eufemia. 

At the opposite ends are, on the side with 
the virgins, a representation of the city of 
Classis with ships and the sea, and on the other 
side, with the procession of saints, the palace 
of Theodoric, with the word Palatium, and the 
Church of San Vitale. 

The procession of virgins is headed by the 
Magi, who are hastening forward with their 
gifts. 

The figures of Our Lord and Our Lady are 
very similar in style. Christ has his hand 
upraised, in the act of benediction, and the 
Virgin bears in her arms the Infant Child. 
Both are seated and are attended by four 
angels, grand stately figures in white draperies. 

Above these long processions are windows, 
and between them tall mosaic figures of apos- 
tles and teachers, and then above that again 
are two long series of scenes from the life 
of Christ as follows: The Cenacolo, Mount 
of Olives, Betrayal, Denial, Sanhedrim, Judg- 


246 Cities of Northern Italy 


ment of Herod, Second Denial, Judas and the 
Bag, Pilate, Calvary, the Entombment, the 
Scene at Emmaus, Christ in the Midst of His 
Disciples; and then on the other side as fol- 
lows: The Healing of the Cripple, the Herd 
of Swine, the Healing of the Paralytic, the 
Parable of the Sheep and Goats, the Calling 
of St. Matthew, the Pharisee and the Publican, 
the Raising of Lazarus, the Woman of Sa- 
maria, the Woman with an Issue of Blood, the 
=- Blind Man Healed, the Draught of Fishes, 
and the Feeding of the Multitude (two 
scenes). 

These mosaics have been from time to time 
repaired, but a most careful account has been 
kept of all that has been done, and a large 
drawing of the entire mosaic has been pre- 
pared by the government officials in which, by 
means of different colours, every piece of re- 
pair is noted and can be distinguished. 

In looking at this important record, which 
has been drawn with the utmost skill, and 
from close examination of the mosaic, I was 
much interested to notice that the repair and 
alteration in the two large groups of the Christ 
and the Madonna have been very few, and that 
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practically that part of the mosaic remains as 
it was when first erected by Theodoric 1300 
years ago! The heads of the three Magi, part 
of the heads of two of the angels on one side, 
a portion of the draperies of two of the angels 
on the other side, and a small part of the throne 
are all the portions that have been restored, 
so that this triumphant representation of the 
Christ and the Madonna, in which Our Lady 
is enthroned as is her Son, and in which she 
is given the Gospel side of the altar, stands 
as it did when erected in those early days, and 
shows the teaching of the Catholic Church in 
the fifth and sixth centuries with an absolutely 
unerring proof. 

Further evidence of the immense antiquity 
of all this work is to be marked in the fact that 
the crucifixion is not included at all in the 
scenes depicted, as in the beginning of the 
history of the Church a representation of this 
dread event was never given. The scenes from 
the life of Our Lord above the windows have 
received no restoration at all, and are entirely 
original. The whole effect of this sumptuous 
decoration is very wonderful, and can be com- 
pared with nothing else in Northern Italy. 
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Even at Monreale or in Palermo, where other 
superb mosaic work is to be found, nothing 
will be found so dignified, so impressive as 
these sweeping processions of saints and angels, 
and the grand stately figures above them, and 
the Biblical stories so quaintly set forth. 

The church is worth returning to again and 
again, and if it is visited on a sunny day, the 
glow and sheen of this mosaic work will never 
be forgotten. 

The pulpit is worth notice for its curious 
early Christian sculptures; and in the last 
chapel on the left will be found a sort of 
museum which contains a fine portrait of Jus- 
tinian in mosaic, the tenth-century marble 
chair of the abbot who ruled in the church, a 
perforated screen that originally protected the 
remains of St. Apollinaris in the confession, 
and some fine examples of marble and por- 
phyry. | 

When we leave the Church of Sant’ Apol- 
linare Nuovo, it will be well for us to visit 
the other important buildings that were 
founded at the same time by Theodoric, e. g. 
the baptistery of the Arians, which is now 
called Santa Maria in Cosmedin, and the 


Ravenna 249 


Church of San Spirito, called also San Teo- 
doro. 

They are close together, and stand in a small 
street, Via Paolo Costa, just out of the Corso 
Garibaldi, three minutes’ walk from the church 
that we have just left. 

There is nothing special to be seen in Santo 
Spirito save some columns of fine marble 
which have curious capitals bearing Latin 
crosses, and it may be well here to draw at- 
tention to the marbles that are to be found all 
over Ravenna in almost every church, as no 
city in Italy with the exception of Rome has 
such fine examples of the rarer ** marbles. 

There is a little book called “ The Hand- 
book of Ancient Roman Marbles,” by H. W. 
Pullen (Murray, 2s. 6d.), which ought to be 
in the hand of every traveller in Italy, and 
which will be found of special interest in Ra- 
venna. Murray’s Handbook names many of 
the rarer marbles of Ravenna, such as the 
eighteen columns of Imezio, four of bigio 
antico, two of cipollino, and four of the very 
rare cipollino rosso, which are all in the 
Duomo, and by the aid of it and this little 
book the tourist will find a new interest in 
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tracing out the names of other beautiful mar- 
bles which adorn the churches of Ravenna. 
There was a great demand for the more pre- 
cious marbles in these churches, and it is well 
to look at them, as generally they are quite 
lovely and often of the greatest rarity. 

In this particular church in which we now 
are there are columns of bigio antico in differ- 
ent varieties, lovely gray marbles with black- 
ish, bluish, and smoky-gray mottlings; but 
besides these columns the only special thing 
to see is the ancient pulpit in the fourth chapel 
оп the left, which was probably an ambo rather 
than a pulpit, from which the Gospel was read. 

The portico rests upon three columns, of 
which two are Istrian marble, and the other 


from Greece. One of the inside columns is — 


of that lovely marble known as Verde San- 
guigno, which is a green serpentine with 
stains of blood red. The church was originally 
dedicated by Theodoric to his patron San 
Teodorico, but in the time of Archbishop Sant’ 
Agnello was restored to the Catholic Church, 
consecrated, and dedicated to Santo Spirito. 
Opposite to it is the baptistery which be- 
longs to it, still called the Baptistery of the 
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Arians, but which also was renamed when 
consecrated as Santa Maria in Cosmedin, — 
that is, “ ornamented.” There is nothing to 
see in the interior save the fine mosaic which 
covers the dome, and represents the baptism 
of Christ in the Jordan. These mosaics were 
erected after the baptistery became Catholic, 
and date therefore from about 560. The river 
is depicted as a pagan river god holding an urn 
from which the water issues, and the Christ 
is standing in it. All around, as in the other 
baptistery, are the apostles, including St. Paul, 
each of them carrying his crown of glory and 
martyrdom, save the two apostles, St. Peter 
and St. Paul, one bearing the keys and the 
other the sword. They are moving around 
the circle towards an altar which is throne- 
like, and has a cushion and a cross upon it. 

The ancient font has disappeared, having 
been cut up, it is said, when the other baptis- 
tery was taken over for use, in order that there 
should be baptism at no other place than in 
the chief baptistery, and that all should be 
done canonically. The slabs that formed this 
font were used in the decoration of other 
churches in the place. 
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Finally let us go out and see the ** Tomb 
of Theodoric, called also Santa Maria della 
Rotunda, as that too was converted into a 
church. It is about half a mile from the gates 
of the city going out from the Porta Serrata, 
and is a very prominent object as the train 
comes into Ravenna. It cannot fail to be seen, 
as from its great size and unusual appearance 
it is very noticeable. It stands now in a small 
garden and has a custodian of its own, who 
charges a small fee for admission to it. 

It was erected, as I have already said, by 
the daughter of Theodoric, Amalasuntha, who 
appealed to Justinian for protection after her 
father’s death. It is a very mysterious build- 
ing, and little is known of its history. 

The great mass of Istrian stone which covers 
its roof is a marvel in itself, as its huge size 
and weight (nearly five hundred tons) must 
have rendered the operation of placing it in 
position one of supreme difficulty. 

“Тһе inscriptions upon it have been added 
at a later time, and there is no evidence for 
the story that at one time there stood statues 
of the twelve apostles upon this roof, on the 
projecting perforated handles that are round 
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about the mass. The word that we have used 
by which to designate these projections prob- 
ably is the right one, and they were used, we 
believe, to move the great stone into its posi- 
tion. Beneath the stone is the sepulchral 
chamber in which at one time the bones of 
the great monarch were deposited, but in the 
revulsion of feeling that followed upon his 
death, and when all his churches were conse- 
crated to the Catholic faith and the heresy of 
Arianism exterminated, the remains of the : 
emperor were taken from his tomb and buried 
elsewhere, 

Beneath this room is another, in the form 
of a cross, with an interesting west doorway, 
which was, it is believed, intended as a bury- 
ing-place for other members of the royal house, 
and was actually used as the place of sepulture 
for certain notable personages. It has been 
recently cleared of the water that for years 
filled it, and can now be readily inspected. To 
architects it will offer some interesting evi- 
dence of the method of vaulting an arch 
. adopted in the days of its erection, and of the 
admirable manner in which the doorway is 
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arranged by means of huge stones notched and 
double notched into one another. 

Every arch is erected in this way, and the 
whole is built with the greatest ingenuity and 
strength. 

The stairway by which one ascends to the 
upper room was added within the past century, 
but originally there was a sort of colonnade 
around this upper part, portions of which yet 
remain and are to be found inside the sepul- 
chre. It is not known how access originally 
was given to the upper room. | 

The huge roof was cracked by lightning, 
and in this way the accuracy was proclaimed, 
it is said, of an old legend which foretold the 
death of the monarch by lightning; as the 
flash destroyed most of his remains and the 
cypress-wood chair in which the emperor was 
seated in his robes, and left only bones remain- 
ing, which a few months afterwards were 
scattered in other burying-places, by the zeal 
of those who extirpated his heresy. 

The tomb now stands as a dignified erection, 
imposing in its size and strength, and in the 
summer, when encircled with creepers and sur- 
rounded by flowers, it is a peculiarly beautiful 
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sight, and seems then to belong far more to the 
living than to the dead. 

The period of the time of Theodoric in 
Ravenna is the most important of its history 
as regards the prosperity of the people. He 
was a man of the sternest impartiality, a great 
lover of truth and justice, an upright warrior, 
an honourable ruler. He took great interest 
in his people, encouraged them in their enter- 
prises, assisted them in the cultivation of their 
fields with loans of money, and with protection 
and labour, and during the few years in which 
he resided in Ravenna the place flourished. 
This great massive tomb is a fitting emblem 
of so strong, so resolute, and so noble a mon- 
arch, who, but for his unfortunate attachment 
to a deadly heresy, would have been one of the 
greatest monarchs that the times had produced. 


CHAPTER IV. 
JUSTINIAN AND THEODORA 


UCCEEDING upon the times of Theod- 
oric came, as we have already seen, the 
rule of the Roman Emperor Justinian, and to 
that time belong the three remaining buildings 
which we must visit in search of mosaics. 
The archbishop of the see was Sant’ Eccle- 
sio, and the first church that he appears to have 
had erected was Santa Maria Maggiore, in 
the Via Gaetano Monti; but save for some 
fine marble columns and a curious seventh- 
century ambo or pulpit there is nothing of 
importance in this church, and its campanile 
is all that remains of the original structure. 
Close to it, however, stands the fine Church 
of ** San Vitale, which the same archbishop 
built on the site of the martyrdom of San 
Vitale, and which was consecrated by a suc- 
ceeding archbishop, St. Maximian. 


It contains the finest mosaics in Ravenna, 
256 
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and will, when the present work is completed, 
be specially remarkable. It is always some- 
what distressing to find a church in the hand 
of the restorer, but in the case of San Vitale 
the work is being done so carefully, and the 
additions to the original structure were of such 
surpassing ugliness and covered up so much 
fine work, that very much of the customary 
discontent is not only driven away when the 
work is examined, but is turned into approval. 

The architect, a learned Professor Bocci, 
has made many important discoveries in the 
church, revealing much of the older work that 
had become covered up, and showing which 
was the original entrance, besides exposing 
some decoration of great merit; and as, on 
account of the wet, it was needful to do some- 
thing with the church, it is well that the repair 
has fallen into such good hands. 

The hideous painting which now disfigures 
the interior will, I hope, be removed. There 
is a petition being made to the government to 
order this work to be done, and in the interests 
of the building, it will I hope be successful. 

The church is octagonal, with a choir, and 
has eight fine pillars, which divide the central 
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space from what may be termed the ambula- 
tory. These columns are adorned with capitals 
of great merit and beauty, and those above 
them in the second story are still finer. The 
lower part of the columns is covered with fine 
slabs of marble, which have been reversed by 
later builders, and set against one another to 
form huge splayed patterns, and in this way 
the decorative value of the original work has 
been set at naught. It is possible, now that 
the work is in progress, to ascend not only 
into the upper story, from which the best view 
of many of the mosaics is obtained, but higher, 
even into the roof, and so appreciate the ex- 
treme ingenuity with which the building was 
erected, and the splendid manner in which the 
work was done. The roof is circular, as is 
in fact the whole church above the upper story. 

It is, however, in the choir that the chief 
interest of this church consists, and in the 
mosaics that adorn it. They were done in the 
early sixth century, and have been tampered 
with but very little. They differ materially 
from the mosaics in the baptistery, into which 
we first went and which are a century older; 
as the former are bolder, stronger, and more 
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in broad full outline than are these, which are 
fuller of detail and finish, and devote much 
more attention to features and ornaments. 

The most remarkable ones are inside the 
apse at the back of the altar, which, as in all 
these early churches, stands out away from the 
wall in the chord of the arch. 

On the left is the Emperor Justinian, .hold- 
ing a sort of basket in which are gifts, and 
having on one side of him the archbishop with 
two attendant priests, and on the other two 
attendants in white and some soldiers. The 
archbishop holds a cross in his hands, and the 
priests with him hold the book of the Gospels 
and the censer, and are evidently deacon and 
. subdeacon. 

Opposite to this panel is another one depict- 
ing the famous Empress Theodora bringing 
her chalice or cup of gifts, and attended by her 
ladies, who are clad in rich costumes, and by 
two acolytes, to whom she is handing her gifts 
for them to present at the altar. 

The colouring of these superb mosaics is 
splendid, as clear and as fresh as when first 
done, and glowing with light. 

In the apse itself is Our Lord between two 
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angels, St. Vitale standing on His right and 
receiving from a seraph a crown of glory, and 
on the left St. Eutychius presenting the Church 
to Christ. 

On the arch are Our Lord and His apostles, 
with SS. Gervasius and Protasius, sons of San 
Vitale, of whom we spoke when in their church 
in Milan, which is now called Sant’ Ambrogio. 
. Close to the altar above the two beautiful 
columns with fine perforated heads are other 
scenes : | 

On the right the offerings of Abel and Mel- 
chizedek; Moses tending the sheep of his 
father-in-law; Moses on Mount Horeb; and 
Moses taking off the shoes from his feet at 
the burning bush, a hand in the sky denoting 
the Father. 

Opposite to them are: The Sacrifice of 
Abraham; the Angels who visited Abraham 
and Sarah; Moses on Mount Sinai. 

There are also the prophets Isaiah and Jere- 
miah, and the four evangelists with their em- 
blems. - | 

The ancient Greek relief called the “ Throne 
of Neptune,” which is to be seen close to these 
mosaics, is on the right, the one opposite to 
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it being a copy made at a recent date. The 
original one is very fine and full of power and 
dignity. The splendid columns of this church 
are all worth examination, not only because 
of the beauty of the marble, but also for the 
sake of the delightful openwork capitals which 
surmount them. 

Having finished the inspection of the Church 
of San Vitale, it will be well for you to obtain 
a carriage at the hotel, and drive out to the 
grand old Church of ** Sant’ Apollinare-in- 
Classe, telling the driver to take you on your 
way homewards to the Church of ** Santa 
Maria-in-Porto Fuori, which will be described 
in the next chapter. When you have looked at 
these churches you will only have the museum 
and picture-gallery left, and the tomb of Dante, 
and having examined them you will be able 
to rest with the assurance that you have seen 
all the chief sights of this fascinating city. 

We will therefore journey off together now 
to the site of the ancient town of Classis, which 
we saw depicted in mosaic in the Church of 
Sant’ Apollinare Nuovo, and about which I 
have already given you some information. 
We have to drive some three and a half miles 
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towards Rimini, across a wide, flat, marshy 
plain, in the midst of which now stands this 
fine church, the sole remaining building of the 
once important port of Classis, 

At one time all the. plain between the two 
cities was filled with habitations, and the im- 
portant city of Caesarea occupied the district 
that was between Ravenna and Classis, almost 
touching its neighbour on either hand. Now 
all is gone, and of Cæsarea nothing that was 
in its great basilica of San Lorenzo remains 
on the site, and only some splendid columns 
which stand in the Church of Santa Maria-in- 
Porto remain of all its treasures. The basilica 
stood till the sixteenth century, but was then 
destroyed, and now the site of Cæsarea is a 
bare plain. 

As soon as we cross the Ponte Nuovo, which 
is over the united rivers of the Ronco and the 
Montone, and was erected by the Cardinal 
Legate Alberoni, we get a sight of the im- 
posing basilica to which we are going, and as 
we drive up at its doors and look at its very 
bare uninteresting front, we are given no idea 
whatever of the splendour that is within. 

It is well to notice over the doorway. that 
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there still remain the Roman bronze hooks that 
were used to support the velarium, or curtain, 
that at one time, for great festivals, spread 
itself over the entrance. It is also well to 
mark the great campanile, stately and simple, 
and peculiarly Ravennese in its structure and 
in the severity of its architecture. It was prob- 
ably erected more as a watch-tower and orna- 
mental structure, and perhaps partly as a place 
of retreat that would be strong, than for the 
purpose for which such towers are now 
erected; as bells did not come into use for 
a century after. We may well look upon it 
mainly as a watch-tower. 

On entering the church (which is readily 
opened by the old man or woman who seem 
to be the only inhabitants of this deserted 
spot), we shall be at once struck by the maj- 
esty and dignity of its size and proportions. 
The walls are green with damp, and the church 
has a strangely deserted and forlorn look, 
standing as it now does, far away from all 
population, a monument of times long passed 
away. I would recommend you on entering 
to retain your cloak or coat, and even to put 
on extra covering, as the interior is often very 
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cold, and a chill can be quickly taken within 
its walls. 

Go forward at once to the high altar and 
look at the mosaics that adorn the apse. They 
are the latest that we have yet seen, but the 
word “late ” in Ravenna only means the sixth 
century, and these splendid mosaics are con- 
siderably over a thousand years old. Very 
little indeed has ever been done to these mo- 
saics, and they shine out to-day as they did 
when first erected twelve hundred years ago. 
They are extraordinarily full of symbolism. 

The upper part is said to represent a sym- 
bolic treatment of the Transfiguration, or of 
the appearance of the Divine Son. The face 
of Christ is to be seen in the centre of a large 
cross which stands upon a blue star-studded 
sky, and pointing towards it is visible a hand 
which typifies God the Father. Above the 
cross is the Greek sacred monogram, on its 
arms the letters Alpha and Omega, and at its 
foot the words “ Salus Mundi." Moses and 
Elijah occupy places on either side, and the 
three sheep below typify the apostles SS. 
Peter, James, and John. In the centre can be 
seen the patron saint of Ravenna and Classis, 
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Sant’ Apollinare, preaching to the faithful, 
represented as a flock of sheep. 

The figures between the windows are four 
of the greatest early archbishops of the see, 
Saints Ecclesius, Servius, Ursus, and Ur- 
sicinus, 

The scenes on the left and right wall are as 
follows: On the right are the sacrifices of the 
Old Law, those of Abel with the Lamb, Mel- 
chizedek with Bread and Wine, and Abraham 
with his Son. 

Opposite is the demand of Archbishop 
Reparatus from the Emperor Constantinus IV., 
for freedom for his diocese, a demand which 
the emperor, attended by Heraclius and Ti- 
berius, granted, as represented by the scroll 
which he is handing to the courageous bishop 
with the word “ Privilegia” upon it. This 
mosaic is later still than the other, having been 
put up in 668, 

On the rood arch are yet other mosaics de- 
picting the Christ with the evangelists (repre- 
sented by their symbols); the cities of Jeru- 
salem and Bethlehem, from which flocks of 
the faithful (as sheep) are ascending towards 
our Lord; and below the archangels St. 
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Michael and St. Gabriel, St. Matthew and St. 
Luke, and some splendid decorative borders. 
Before leaving the elevated altar notice the 
ancient throne of another sainted archbishop, 
St. Damianus (688 - 705), which has been cut 
in half and used to form the ends of the sedilia 
for the clergy, on either side of the high altar. 
The baldacchino of the altar is modern, but 
the four columns which support it are of a 
rare black and white ancient marble from 
Egypt, which is of great beauty in its mark- 
ings. It is well also to notice the long Latin 
inscriptions which are all around the wall of 
the choir, and which relate the story of the 
church and the events which attended the 
removal of the remains of the patron saint 
from this church into Ravenna and back 
again. 

It is unfortunately impossible to enter the 
crypt, which is one of great beauty, the 
columns supporting the roof and the pavement 
being particularly interesting, and of fine and 
rare marble; but the whole crypt is full of 
water even up to the step of the doorway, and 
care must be taken when you look in at the 
door that forms the entrance to this crypt that 
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you do not step down into the unwholesome 
green liquid. There is a splendid bronze grat- 
ing in the crypt. 

Here also is the urn in which at one time 
were the remains of the saint, but they now 
rest safely below the stone of the altar. For 
a long period these precious bones were buried 
in a sort of confession which is in the centre 
of the nave, and which takes the form of a 
small altar, dedicated to the Blessed Virgin, 
which was erected in the sixth century by 
Archbishop Saint Maximianus, but in the 
twelfth century the remains were transferred 
to the crypt. 

All around the walls can be seen the por- 
traits of the various archbishops of this im- 
portant see of Ravenna, 132 in number, down 
to the latest occupant of the see. Some of 
these portraits were originally in mosaic, and 
below them were splendid marble slabs, all of 
which were carried off in the middle of the 
fifteenth century by Sigismondo Malatesta 
when he was erecting the famous temple at 
Rimini. The present portraits were painted 
after that time in order to commemorate as 
far as possible the original series of mosaic 
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ones, and have been added to from time to time 
ever since. 

The splendid marble sarcophagi all around 
the church will attract attention. There are 
ten in all. The first is of San Teodoro, who 
lived in 688, above which in the wall is an 
inscription relating the benefits conferred upon 
the church by Leo III. The second has upon 
it the representation of Our Lord and the 
twelve apostles. The third is that of Grazioso 
(784 - 788), the fourth that of John VIII. 
(777-784). The fifth is an unknown one of 
the sixth century, and has two peacocks upon 
it. The seventh is that of St. Felix (706 - 
723), and is an important work. The eighth 
is a seventh-century one, and near it is a cele- 
brated inscription commemorating the penance 
of Otho III., who passed forty days in this 
basilica. The ninth is an unknown one, and 
the tenth is that of John V. (607 - 613). 

Behind the second, on the left, is the place 
in which for a time the bones of Sant’ Apol- 
linare were hidden in the wall, as the inscrip- 
tion commemorates. 

At the entrance to the chapel which stands 
at the end of the left aisle is a curious taber- 
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nacle, which is said to belong to the seventh 
century, and is now over a fifteenth-century 
altar, which was erected, as the inscription tells 
us, by one Petrus, a priest, in honour of Sant’ 
Eleucadio, third archbishop of the see. 

The basis of the columns which support the 
nave arches will be found far below the level 
of the present floor, and their lovely gray 
“colour should also be noticed as distinctly 
worthy of attention. 

The splendid pine wood, or Pineta, which 
lies beyond Classis, is worth visiting, if you 
have plenty of time; or part of it will be seen 
from the rail if you travel on from Ravenna 
to Rimini. It has been celebrated for centu- 
ries, partly because of its position in the midst 
of this dreary flat marsh, and partly for the 
great beauty of many of its oldest trees. 
Dante sang of the beauties of this Pineta, and 
Boccaccio made it the scene of many of his 
stories. It is full of attraction for the artist, 
but situated as it is in the midst of a malarious 
district, the greatest care must be taken by 
persons who desire to settle for awhile under 
its magnificent trees, and use its charms as the 
inspiration for their pictures. We will now 
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leave Classis thinking of all that the city has 
seen, and remembering that once here rode at 
anchor the greatest fleets of the Roman Em- 
pire, where now there are but a few cottages 
and a great and magnificent, but lonely and 
deserted church. 


CHAPTER V. 


FRESCO - WORK — MUSEUMS AND PICTURE- 
GALLERY 


HE fresco-work in Ravenna is not of any 
special extent or of very great impor- 
tance, but it must not be overlooked. 

We know that between 1317 and 1320 
Giotto. stayed at Ravenna with his friend 
Dante, who had taken refuge in the place, and 
the great artist has left behind him many 
marks of his residence. The Church of Santa 
Maria-in-Porto Fuori, to which we drive as 
we turn from Classis back into Ravenna, was 
said at one time to be decorated throughout 
by the frescoes of Giotto and two of his 
pupils, who worked with him in the church. 

The decoration was the gift of a notary, 
one Graziadeo, who, in 1246, provided a sum 
of money to defray the work in this church to 
which he had a peculiar devotion, owing to his 
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which at that time had control of the building. 
It is known that Maso da Faenza, Rastello of 
Forli, and a Ravenna artist, one Giovanni, 
worked in the church, but nothing can be 
definitely proved as to the work of Giotto him- 
self, although the character of much of the 
decoration that remains would indicate his 
hand, or at least his instruction. 

The following may be suggested as the sub- 
jects of the frescoes that remain, but many of 
them have so perished that it is not easy to 
determine what they represent. The work of 
Giotto himself, will, I think, be found in the 
choir. 

On a wall to the left in the nave are a 
Madonna and Child with four saints, and also 
St. Julian. 

The Redeemer is in the centre of the rood 
arch. Antichrist and the Martyrdom of certain 
saints are on one side, and on the other are the 
angels cutting off the head of Antichrist, and 
below are the scenes of the blessed and the con- 
demned. There are also the heads of San 
Ciriaco of Ancona and San Zeno of Verona. 

On the ceiling of the choir are frescoes of 
the evangelists with their symbols, and the 
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doctors of the Church. On the right wall are 
the coronation, the death, and the assumption 
of the Madonna, and near by, Our Lord insti- 
tuting holy communion, the massacre of the 
innocents, and a scene representing a monk 
and a lady іп a balcony, supposed to represent 
St. Francis and St. Clare. 

On the left wall are the birth and presenta- 
tion of the Madonna, in which the last two 
figures on the right are said to be portraits of 
Gtotto and of Guido da Polenta, the protector 
of Dante. 

In the left chapel are frescoes of Pope Gio- 
vanni asking permission of Theodoric to build 
a church; the imprisonment of the Pope for 
disobedience to the orders of the emperor, and 
the martyrdom of some unknown saint. 

In the right chapel the frescoes represent St. 
John baptizing a king; the preaching of San 
Pier degli Onesti, and his consolation of the 
suffering and troubled people; scenes from the 
life of St. Matthew, his call, martyrdom, and 
death; and figures of angels and saints. 

At the end of the apse are the three Maries 
and the unbelief of St. Thomas, and in front 
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of the chancel arch are portraits of Sant’ Apol- 
linare and Sant’ Antonio Abate. 

The depth to which the church has sunk in 
the soft marshy ground can be seen by exam- 
ining the bases of the columns, and as the 
whole church is very damp and malarious, it 
is not advisable to stay long in it, or to enter 
it without an extra wrap. | 
. The campanile will attract attention as it 
rises out of the remains of an ancient Roman 
pharos, or fire-house, the primitive lighthouse 
that was used to guide the ships into the neigh- 
bouring port of Classis. 

Having looked at these quaint and almost 
perished works, and remarked on the curious 
plaster relief halos which the saints bear, and 
the naive and attractive way in which the 
stories are so simply and yet so decisively told, 
let us drive back into the city to the Church of 
San Giovanni Evangelista into which we have 
already been and examine the ** frescoes in 
the fourth chapel on the left, which are most 
certainly by Giotto, and are all that remain 
of his work inside the city walls. They repre- 
sent the evangelists and the doctors of the 
Church, and are of unusual interest, although 
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in places they have been touched up. The 
figure of St. Matthew mending his pen is 
quite delightful, and all the others are full of 
quaint conceits which cannot fail to recall the 
Arena frescoes. The figures are those of SS. 
Augustine, Ambrose, Gregory, and Jerome, 
and the evangelists, SS. Matthew, Mark, 
Luke, and John. 

We have not much space in which to describe 
the museums of Ravenna, and fortunately for 
us they do not demand as much space as those 
of other towns save for one or two special 
things. 

In the first room in the gallery the two 
works by Rondinello are the only important 
ones, and they are quite beautiful, especially 
the one with the Madonna and Child, SS. 
‚Catherine and Jerome. 

Rondinello was a pupil of Bellini, and 
worked much at Ravenna and at Forli near by. 
His colour is sweet and good and his pictures 
are well composed. 

There are two works of Luca Longhi in 
this room. 

In the next is a crowded and powerful 
Vasari, entirely lacking in pathos. 
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A little farther on we enter the room which 
contains one of the treasures of Ravenna, the 
** recumbent statue of Guidarello Guidarelli, 
by Tullio Lombardo. As there is a small 
pamphlet issued by Doctor Ricci concerning 
this statue to be obtained in Ravenna, I will 
not in these pages enter into any statement as 
to who he was, or respecting the sculptor who 
executed the statue, satisfying myself with 
stating that the warrior died close to Ravenna, 
and that the statue is, in my opinion, one of 
the two finest in Northern Italy. The head 
is a little constrained in position and could not 
have fallen quite as it does in the marble, but 
when once this criticism is made, there is little 
more to be said, as this is one of the most 
marvellous effigies of the sleep of death that 
was ever executed. The warrior is at peace; 
he is in a sound sleep, but never to wake again, 
and the eyes fill with tears as the full meaning 
of that sleep is gathered up, and as one gazes 
at the placid and wonderful sleeping form. 

In the fifth room there is a fine work by 
Alunno (202) and an interesting work by 
Fiorenzo (211), and in the room beyond there 
is a very curious collection of pictures which 
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it seems specially suitable to find in Ravenna. 
It is a collection of Byzantine paintings, East- 
ern, Russian, Greek, some of them of great 
beauty and in wonderful order, and others pos- 
sessing that strange resemblance to each other 
and to a fixed model that characterizes the 
sacred pictures of the unchanging Eastern 
Church. Numbers 269, 284, and 222 may be 
mentioned as specially important, but the little 
room contains many works of interest and is 
well worth inspection. 

From this picture-gallery we pass into the 
museum close at hand. 

It is contained in the building of the old 
Carthusian monastery of Classe, and includes 
the Church of St. Romuald in its extent. Op- 
posite to the entrance door is the * tomb of 
the Exarch Isaac, which was originally in the 
Church of San Vitale, and which was erected 
to his memory by his wife Susannah. It has 
a long inscription in Greek upon it recording 
his fame, both in the East and in the West, 
and lamenting her own terrible bereavement. 
It was erected in 645, and is a fine marble 
sarcophagus of the regular Ravenna shape, 
and has upon it reliefs of the Adoration of the 
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Magi, the Raising of Lazarus, and the Deliv- 
ery of Daniel from the Lions’ Den. The 
strange caps of the Magi should be noted, as 
they wear them also in the mosaic we have ' 
lately seen in Sant’ Apollinare Nuovo. 

Under the dome of the church is the great 
porphyry bath which was once in the palace 
of Theodoric, and used to be styled his tomb. 
It is said to have once contained his ashes, and 
to have been in the mausoleum, but it is quite 
evidently a fine Roman bath, and probably had 
no connection with the burying-place of the 
emperor, but may of course have been used by 
him in his palace, where until recently it was 
preserved. 

Close to it stands a fine Renaissance shrine 
of 1547, and a beautiful Lavabo fountain. 

In the sacristy in the museum, the gold or- 
naments in Case I. are worth attention, the 
illuminations, the splendid pastoral staff, and 
the cover of a thurible. In Case II. the ivories 
are of great importance and of high merit. 
There are also some fine vestments. The gold 
ornaments have evident connection with the 
Gothic possession of Ravenna and with the 
time of Odoacer. 
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Some exquisite perforated panels will be 
seen, some fine capitals, some portions of mo- 
Saic, and of inscriptions a great many, some 
of which are of the greatest archzological 
importance. On the whole the museum is one 
of unusual interest, and contains many things 
that, given plenty of time, it will be worth 
your inspecting, and will be found to give in- 
formation as to the past history of Ravenna. 
There is no catalogue of it to be obtained. 

I may perhaps add that as a memorial of 
the time when Ravenna belonged to Venice 
the great ruined fortification walls will be 
found of interest. 

We have now only one more sight to visit, 
but it is the most disappointing one, as in no 
way is it worthy of its purpose. 

The ** tomb of Dante stands close to the 
hotel, and is a place of pilgrimage to every 
visitor, but it is a poor, unimportant building, 
distinguished by no artistic merit, of debased 
architecture, tawdry effect, and almost vulgar 
appearance. It contains the undoubted re- 
mains of one of the world’s greatest men, and 
it is altogether unworthy to contain them, and 
utterly unsuitable for its high purpose. 
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The tomb itself, the inscriptions and the urn, 
are all fairly good in execution, but for so 
supremely great a man they are an unfitting 
memorial, and the building in which they are 
contained is only rendered important by reason 
of the sacred ashes which it holds. 


THE END. 
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Can Signorio, 15, 66. 
Capella Pellegrini, 29. 
Caracci, Agostino, 

181, 
Caracci, 

182, 


180, 
180, 
180, 


Annibale, 
184-203. 
Caracci, Agostino, 

181, 202, 210. 
Caracci, the, 209. | 
Caroto, 46, 52, 55, 57. 
Carrara, Francesco, 

110. 

Carrara, Jacopo, 97, 99 

Carrara, Marsilio, n 
Carrara, Ubertino, 97. 
Casio, aps end Pandol- 

phi di, 

Costelfrdüna Tomb (see 
under Tomb). 

* Cavaliers of Mary," 76. 
Cavazzola (Paolo Mo- 
randa), 47, 51, 53. 
Certosa (Bologna), 210. 


100, 
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Certosa Alltar-piece (Na- 
tional Gallery), 201. 


Charlemagne, 27, 35, 217, 


241, 242. 
Charles the Great, 241. 
Chiusi, 136. 
Churches. 
Bologna: 


Bentivoglio Chapel, 167, 
168. | 
Capella 2 Consola- . 


zione, 1 


Chapel of "St. Cecilia, | 


199. - | 
Madonna di San Luca, : 


210. 


Misericordia, 191, 195, 


196 


San Domenico, 150-155, | 


164, 197 

San Francesco, 164. 

San Giacomo Maggiore, 
167, тот. 


San Giovanni-in- Monte, : 


173, 187, 201. 


San Martino Maggiore, | 


171 


San Petronio, 156, 157, | 


159-163. 

San серен, 141, 143. 

San Stefano, 139, 141, 
165, 173. 

ic^ Vitale in Agricola, 
196. 

Santa Maria dei Servi, 
165, 166. 

Santa Trinita, 141, 142. 

SS. Peter and Paul, 
144. 

Organo: 

St. Maria, 45, 58. 


Venice: 
St. Marks, 107, 109. 
Pad 


иа: 
К ne 73, 75-96, 
11 


Capella del Santo, 115. 
лн $ап Еейсе, 112, 


Сарейа San Giorgio, 


114. 

Chapel of St. Anthony, 
112. 

Il Santo, 73, 105, 107- 
117, 110, 122. 

Madonna dell’ Arena, 75. 

Santa Giustina, 110, 127, 


129. 
St. Anthony, 103. 


Ravenna: 

San Francesco, 237, 
239. . LJ . 
San Giovanni Battista, 

236, 237. ` 


San Giovanni Evange- 
lista, 236, 274. 

San Giovanni-in-Monte, 
221-224. 

San Lorenzo, 262. 

San Nazaro e Celso, 


231. 
Sant’ Agata, 239. 
Sant’ Apollinare, 214. 
Sant’ Apollinare - in - 
Classe, 261. 
Sant Apollinare Nu- 
OVO, 243-248, 261, 278. 
Santa Croce, 237. 
Santa Maria della Ro- 
‘tunda, 252-255. 
Santa Maria-in-Cos- 
medin, 248. 
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Santa Maria-in-Porte 
Fuori, 261, 262, 271. 
Santa Maria Maggiore, 


256. 
San Spirito (San Teo- 


218, 231, 
234, 256, 257-261, 277. 

St. Romuald, 277. 

Verona: 

Arena Chapel, 44. 

Capella Pellegrini, 33, 
40, 41. 

Chapel of the 
ment, 57. 

San Bernardino, 28, 30. 

San Euphemia, 47, 65. 

San Fermo, 44, 46, 56 

San Giorgio in Braida, 
33. 

San Giovanni in Fonte, 
36, 37, 38. 

San Nazaro e Celso, 65. 

Эн Stefano, 28, 32, 43, 


Sacra- 


3. 
San Zeno, 21-29, 32, 
34, 35, 37, 43, 62, 63, 


Santa Maria della Scala, 


5. 
St. Anastasia, 4, 9, 18, 
21, 37, 42, 62, 
Sta. Maria Antica, 15. 
St. Thomas of Canter- 


bury, 65. 
SS. Apostoli, 65. 
Cima, 52, 130. 
City of Imola, 143. 
Classe, Monastery of, 277. 
Classis, 214, 217, 261, 262, 
264, 270, 271, 274. 


Index 


Statue (Во- 
logna), 107. 
Constantinople, 216, 217, 


242. 
Constantius IL, 235. 
Constantius I, 236. 
Cook, Mr., 122, 127. 
Coppa di “San Zeno, 23. 
Cossa, Francesco, 177, 1 


178, 179, 186, 

191, 192, 193, I 
Council of Ten, 100. 
Council of Three, 100, 
Council of Trent, 174. 
Crivelli, Carlo, 53. 
Crocifissi, Simone dei, 

171, 177. 
Crowe, 112. 


Dalmaiso, 206. 
Dante, 76, 238, 261, 269, 
271, 273. 
Tomb of (see under 
Tombs). 
D’Avanzi, Jacopo, 
112, 113, 171. 
Del Sarto, dus Б 50. 
Dolci, Carlo, 185. 
Domenichino, 182, 


103, 


183, 


203. 

Donatello, 105, 106, 108, 
IIO, 116. 

Duomo (Padua), 118, 

Duomo (Ravenna), 228, 
236, 249. 

Duomo (Verona), 34, 37, 
38, 62. 


Index 


Enzio of Sardinia, King, 
146, 150, 151, 155, 156. 

Etruria, 136. 

Etruscans, The, 135-138. 

Exuperantius, Bishop, 239. 

Ezzelino da Romano, 12. 


Faenza, Maso da, 272. 
Families, 


Bologna: 

Asinelli, 148. 

Bentivoglio, 133, 147.- 
167-169, 177, 188, 101. 


Felicini, 188. 
Garisenda, 148. 
Ringhieri, 188. 
Rodrigrez, 198. 
Visconti, I47. 
Padua: 
Carrara, 99, 100, IOI. 
D'Este, 98. 
Verona: 
Cavalli, 40. 
Scaligeri, 11, 12, 13, 15, 
16, 27; 67, 99. 
Torre, 57. 
Farinato, 48, 64, 65. 
Felicini, Francesco, 190. 
Felsina (see Bologna). 
Ferrara, 177. 
Figarolo, 23. 
Filippo, 146. 
Fiorenzo, 276. 
Florence, 224. 
Foix, Gaston de, 219. 


Foligno, Niccolo da 
(Alunno), 205. 

Foppa, 55. 

Forli, 275. 


Fra Angelico, 78. 
Fracastoro, 56. 
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Fra Giacomo, бт. 

Fra Giocondo, 67. 

Fra Giovanni, 50, I 

Fra Manfredi of "Forli, 

165. 

Francia, 49, 83, 157, 167, 
169, 170, 171, 172, 178, 
179, 180, 186, 187, 188, 
189, 190, I9I, 192, 193, 
194, 195, 196, 197, 198, 
201, 204. 

Francia, Giacomo, 142, 
195. 

Franks, The, 98. 

Fra Vitale, 166. 

Frederick IL, 218. 

Gaddi, Taddeo, 80. 

Galla Placidia, 227, 231, 


235, 236. 
Gallienus, Emperor, 9, 22, 


Garofalo, 50, 128. 
tes. 
Bologna: 
Porta Castiglione, 106. 
Porta d’Azeglio, 208. 
Ravenna: 
Porta Serrata, 252. 
Rotunda, 252. 
Verona: 
Borsari, 21, 65. 
Porta Leoni, 11. 
Porta Patio, 30. 
Porta San Giorgio, 11, 


33. 
Porta Vescovo, 11. 
Gatta Melata, Statue of 
(Bologna), 106. 
Gentile da Fabriano, 45. 
Ghibellines, The, 145-146. 
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Gian Battista da Verona, 


35. 

Giolfino, 41, 46, 50, 55, 65. 

Giorgione, 48, 123, 124, 
127, 128. 

Giotto, 43, 44, 73 76-96, 
105, 112, 113, 115, 271, 
272, 273, 274. 

Giovanni, 272. 

тош The, 10, 74, 98, 215, 


елей Benozzo, 78. 
Graziadeo, 271. 

Gregory XII., Pope, 157. 
Guariento, 103. 

Guelphs, The, 145-146. 
Guercino, 61, 203. 
Guidarelli, Guidarello, 276. 


Guido Reni, 153, 182, 183, ' 
l Pius UN Tullio, 276. 


204, 2IO. 


“Handbook of Ancient 

Roman Marbles,” 249. 
Henry VIL, 13, 109. 
Honoria, 235. 
Honorius, 214. 
Honorius II., 235. 
Hotels. 

Bologna: 

Bron. 163, 185. 

Ravenna: 

Byron, 221, 241. 

Verona: 

Europa, 11, 31. 
Huns, The, 98. 


П Bo (Padua), 120-121. 
I] Salone (Padua), 75, 
104. 


р 


Index 


Imola, Innocenzo da, 171, 
‚180, 210. 
Innocent IV., Pope, 218. 


John XIII, Pope, 156. 

Julius IL, Pope, 134, 148, 
153, 169, 178, 219. 

Justinian, 216, 252, 256, 
259. 


1 Layard 


» 44. 
Liberale da Verona, 36, 
38, 46, 4 


7, 48. 
| Libri, ir anno dei, 34, 


41, 47, 51, 52, 58. 
Lindsay, d, 76, 81. 


| Lippi, Filippino, 154. 


а Alfonso, 153, 


Longhi, 129, 230. 
Longhi, Luca, 275. 
Lo Spagna, 50. 


4 Lotto, 125. 
4 Luitprand, 141, 142, 217. 


Majorian, 215. 


ue pu Sigismondo, 

Mantegna, 25, 102. 

Mantua, 13. 

Manzuoli Altar - piece 
(Bologna), 193, 194. 

Martino, 44, 55. 

Mastino della Scala, 12, 


13, 15. 
Tomb of (see under 
Tombs). 
Mastino II., 14. 
Effigy of (see under 
Tombs). 


Index 


Maximian, Bishop, 
256, Л 
Chair of, 225, 226. 
Messina, Antonello da, 


127. 
Michelangelo, 153, 180. 
Milan, 74, 192, 225, 260. 
Моон, Barnabo da, 


58. 
Monreale, 248. 
Montagna, 50. 
Montone River, 262. 
Morelli, 124. 
Moretto, 34, 53. 
Moro, Antonio, 50. 
Mora Domenico, 45, 


222, 


50. 
Morone, Francesco, 30, 45, 
55, 59, 61. 

Museo Civico (Bologna), 
137, 157, 175-176. | 
Museo de бап Petronio 

(Bologna), 162. 


Naples, 225. 

Narni, Erasmo da (see 
Gatta Melata). 

Narses, 98, 217. 

Neon, 221, 222, 224. 

Nicza, Я 

Nicene Doctrine, 242. 

Nicholas ПІ, 147. 


Octavius Lepidus, 140. 

Odoacer, 98, 215, 278. 
Gli ce Elena del’, 199. 
Oliver, 3 


Orto Botanico (Padua), 


120-121, 122. 
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Padova la Dotta (Padua). 
Padua, 40, 43, 48, 57, 73- 


130. 

Churches of (see under 
Churches). 
Families (see 
Families). 
Palaces (see under Pal- 


under 


(see under 


under 


Padua, Antonio da, 118. 

Padua, Garden of (Orto 
Botanico), 120-121, 122. 

Padua, Giovanni da, 
118, 

Padua, Giusto da, 103. 

Padua, University of (Il 
Bo), 120, 121. 

Palaces and Castles. 
Bologna: 

Palazzo Bevilacqua, 174. 
Palazzo Comunale, 157, 
I97, 204. 
Palazzo del  Podesta, 

146, ISO, 156. 
Palazzo Isolani, 174. 
Ба ер della Ragi 
alazzo della one 

(Il Salone), 75, 104. 
Verona: 

Archbishop’s Palace, 37. 
Casa dei Mercanti, 
Castel San Felice, 11. 
Castel San Pietro, 11. 
Castel aa 21, 31. 


Palazzo Bevilacqua, 31. 


Palazzo Canossa, 32. 
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Palazzo del Consiglio, 


15. 
Palazzo del Ragione, 15. 
Palazzo Giusti, 61. 
Palazzo Maffei (or 
Tresa), 67. 
Palazzo Pompei, 42. 
Palazzo Portalupi, 32. 
Prefettura, 15, 67, 68 
Tribunale, 15, 67 
Palermo, А 
Palladio, 162. 
Рагта, 118. 
Parodi, 116. 
Parthenon, 107. 
Passagieri, Roland, 
156. 
Pepin, King, 27, 217. 
Perugia, 136. 
Perugino, 49, 50, 83, 172- 
179, 201. 
Peruzzi, 209. 
Pesaro, 225. 
Petrus, 269. 
Pietro of Ravenna, 218. 
Pinacoteca (Padua), 42, 
102, 122. 
Pineta (Classis), 269. 
Pisa, Niccolo da, 108 
Pisanello, 40, 44, 45, 64. 
Pisano, Andrea da, 152. 
Pisano, Giovanni da, 152. 
Pisano, Niccola da, 152. 
Polenta, Guido da, 238, 


273. 4 
: Polenta, Ostasio, 238. 
Pompei, Count, 43. 
Prato, 110. 
Priam, 74. 
Primaticcio, 180. 
Pucci, Cardinal, 199. 


151, 


Index 


Quercia, Jacopo della, 160, 
168. 


Raphael, 198, 


201. 
Rastello (of Forli), 272. 
Ravenna, 129, 213-280. 


171, 190, 


Bridges (see under 
Bridges). 

Churches (see under 
Churches). 

ates (see under 
Gates). 

Hotels (see under Ho- 
tels). 

Streets (see under 
Streets). 

Tombs (see under 
Tombs). 


Rea, Hope, 107. 
Ricci, Doctor, 276. 
Riccio (of Padua), 57. 
Rimini, 262, , 269. 
Rimini, Francesca da, 238. 
Rivers. 

Adige, 7, 10. 

Montone, 262. 

Ronco, 262. 
Roland, 35. 
Romanino, 34, 128, 129. 
Romano, Ezzolino da, 99 
Romano, Giulio, 180, 202. 
Rome, 214, 215, 225. 
Romulus Augustulus, 215. 
Ronco River, 262. 
Rondinelli, 126, 275. 
Rosetta Stone, The, 135. 
Rossi, Alessandro, 39. 
Rossi, Gobbino, 39. 
Ruskin, 18, 19, 75, 77, 78, 

83, 86. 


Index 


Sacco, Contessa de, 51. 
Sant’ Agnello (see Ag- 
nello, Bishop). 
Sant Apollinare, 265, 
Santa Croce, Girolamo 

da, 129. 
Sant’ Ecclesio, 256. 
Sant’ Eleucadio, 269. 
San Giovanni Angeloptes, 


226. 
Sanmicheli, 11, 29, 30, 31, 
33, 35, 43, 64, 65. 
San Petronio, 143. 
San Vitale, 260. 
Sassoferrato, 127, 185. 
Scaliger Tombs (see un- 
der Tombs). 
Scappi Altar-piece (Bo- 
logna), 193. 
Scappus, Giovanni, 193. 
Scrovegno, Enrico, 75, 90. 
Scrovegno, Rinaldo, 76. 
Sergio, Bishop, 239. 
Sforza, Ginevra, 188. 
Sodoma, 59. 
Squarcione, 54, 102, 103, 
125. 
Steno, Michele, 100. 
St. Barbatian, 236. 
St. Damianus, Altar of, 
266. 
St. Dominic, 152, 154, 
155. 
Tomb of (see under 
Tombs). 
St. Maximianus 
Maximian, Bishop). 
St. Pier Cristologo, 228. 
St. Thomas Aquinas, 155. 
St. Zeno, 22, 23, 24. 


(see 
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Streets. 
Bologna: 
Piazza or Forum, 155. 
Piazza di Nettune, 156. 
Portico dei Servi, 165. 
Via Marsala, 171. 
Via Mazzini, 165, 174. 
Via San Stefano, 142. 
Via San Vitale, 196. 
Via Zamboni, 185. 
Padua: 
Piazza dell’ Erbe, 104. 
Piazza Vittoria Eman- 

uele? 110. 

Via del Municipio, 104. 
Ravenna: 


a Garibaldi, 241, 

via” ` Gaetano Monti, 
256. 

be Girolamo Rossi, 


Vis San Vitale, 231. 
Verona: 

Corso Cavour, 9, 21, 3t. 
Piazza Borsari, 9. 
Piazza dei Signori, 15, 


Piazza, delle Erbe, 15, 
64, 66. 


4, 

Via Arche, 15. 

Via Costa, 15, 67. 

Via del Duomo, 38. 

Via Giardino, 61. 

Via Leoni, 10. 

Via Lungo San Ber- 
nardino, 28. 

Via Porta Palio, 31. 

Via San Giuseppe, 28. 

Via Scala, 66. 

Via Scrimiari, 58. 
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Via Seminario, 58. 
Via Sottoria, 18. 
Susannah, 277. 


Teatro (Verona), 7-8, 63. 
Theodora, 259. 
Theodoric, 10, 11, 22, 63, 
98, 215, 216, 217, 240, 
241, 242, 243, 247, 
250, 252, 255, 256, 
omb of, 252. 
Theodorus, Archbishop, 
224. 
Theodosius, 214. 
Tibaldi, 180. 
Tintoretto, 33, 203. 
Titian, 36, 49. 
"Гот. 
Bologna: 
St. Dominic, 154, 168. 
Zambeccari, 176. 
Padua: 
Piazzola Rolando, 109. 
Ravenna: 
Dante, 279-280. 
Grazioso, 268. 
Isaac, the Exarch, 277. 
John V., 268. 
John VIII, 268. 
San Liberio, 238. 
San Teodoro, 268 
St. Felix, 268. 
Theodoric, 252-255. 
Verona: 
Alberto E, 16. . 
Alberto II. (Giovanni), 


16. 
Alboino IL, 16. 
Bartolommeo, u^ 
Can Grande І. 
Can Grande H, P 


Index 


Can Signorio, 16, 17, 


Castelbarco, 64, 93. 

Castelfranco, 4, 18. 

Juliet, 68. 

Mastino I., 16. 

Mastino II., 16. 

Scaliger, 4, 24. 

St. Agatha, 35. 
Torbido, 24, 48, 53, 58, 

127 


Torre, Antonio, 57. 
Torre, Girolamo, 57. 
Torre, Giulio delle, 57. 


‚ Torre, Raimondo, 57. 
` Totila, 98. 
; Towers of Bologna, 148- 


149. 
Trento, II, 174. 
Tribolo, 160. 
Troy, 74. 
Turone, 54. 


University of Padua (Il 
Bo), 120, 121. 
Urbino, 180. 


Valentinian III., 215, 236. 

Vasari, 100, 202, 275. 

Vecchio, Palma, +24. 

Venetiis, Paulus de, 101. 

Venice, 67, 96, 100, 107, 
120, 218, 219, 225, 279. 

Verona, 3-69, 74 93, 99, 
100 


Bridges of (see under 
Bridges). 

Castles and Palaces 
(see under Palaces). 
Churches (see under 

Churches). 
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Families (see under 


Families). 


Gates (see under 


Gates). 


Hotels (see under Ho- 


tels). 


Streets (see under 


Streets). 


Tombs (see under 


Tombs). 
Veronese, Bonifacio, 125. 


Veronese, Paolo, 34, 40, 
47, 48, 54. 

Verrocchio, 107. 

Vicenza, 99, 100. 

Vigri, St. Catherine, 206. 

Virgil, 74. 

Viti, Timoteo, 180. 

Vivarini, 124, 126, 206. 


Zevio, Stefano da, 65. 
Zoppo, Marco, 162, 177. 


